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Tasarim Alaninda Biomimikri Yaklasiminin 


Kullanimi ve Degerlendirilmesi 


Dr. O&r. Uyesi Ceyhun SEKERCI 
Konya Teknik Universitesi Mimarhk ve Tasarim Fakiiltesi le Mimarhk Béliimii 
Ars. Gor. Zehra TASTAN 


Nuh Naci Yazgan Universitesi Giizel Sanatlar ve Tasarim Fakiiltesi I¢ Mimarhk ve 
Cevre Tasarimi Boliimii 


Ozet 


Insanoglu gecmisten giiniimiize dogadan ilham alarak 6%renmeyi ve bu sayede hayatta kalmay1 
basarmistir. Aslinda dogadan ilham alarak 6grenme kavrami yeni bir kavram degildir. Ancak 
giintimiizde ktiresel isimma ya baghi olarak kaynaklarimizi daha verimli kullanma gerekliligi ve buna 
bagli olarak da enerji verimliligi, stirdiirtilebilirlik ve ekoloji kavramlarina verilen 6nemin artmasi, 
tasarim alaninda tasarim problemine dofa ile iliskili alternatif yaklasimlar ve céziimler getirmeyi 
zorunlu kilmaktadir. Bu baglamda tasarim alaninda yeni yaklasimlardan birisi olan biomimikri 
“bios” ve “mimic” kavramlarinin bir araya gelmesi ile olusur. “bios” kavrami hayat “mimic” 
kavrami ise benzetimi ifade eder) kavrami dogayi takip ederek, dogadan ilham alarak 6grenme 
anlamina gelen bir yaklasrmdir. Teknoloji alaninda yasanan geligmelere ile ortaya cikan birgok 
yazilim aracglar. da kendisini stirekli yenileyen ve gelistiren dogayi analiz edebilme ve 
degerlendirebilme yetkinligimizin artmasina olanak saglamis, tasarim sireclerinde form ve islev 
gelistirmede dogay1 taklit etme ve tasarima entegre etmeyi de kolaylastirmistir. Tasarim baglaminda 
biomimikri doganin evrimsel stire¢ igerisinde getirdigi ¢éziimleri inceleyerek tasarim alanina 
aktarilmasi anlamina gelmektedir. Tasarim stirecinde biomimikri genel olarak iki ayirt edici 
kategoride yer alir. Bunlar “tasarimdan biyolojiye” (problem odakli tasarrm yaklasimi) ve 
“biyolojiden tasarima” (¢6ziim odaklh tasarim yaklasimlar1) seklindedir. Bu ¢alismada biomimikri 
kavraminin tasarm alanina getirdigi tasarrm yaklasimlan Grnekler iizerinden incelenerek, 
biomimikri tasarrm yaklasiminin getirdigi yeniliklerden, kolayliklardan ve 6neminden bahsedilerek, 
ortaya koydugu katkilara deginilecektir. 


Anahtar Kelimeler: biomimikri, tasarim, tasarim yaklasimi 
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The Use and Evaluation of the Biomimicry Approach 
in the Field of Design 


Assist. Prof. Ceyhun SEKERCI & Res. Assist. Zehra TASTAN 


Abstract 


From past to present, human beings have succeeded in learning and surviving by being inspired by 
nature. In fact, the concept of learning by being inspired by nature is not a new concept. However, 
today, the necessity of using our resources more efficiently due to global warming and the increasing 
importance given to the concepts of energy efficiency, sustainability and ecology necessitate bringing 
alternative approaches and solutions related to nature to the design problem in the field of design. In 
this context, the concept of biomimicry, which is one of the new approaches in the field of design (it 
is formed by the combination of the concepts of "bios" and "mimic". The concept of "bios" refers to 
life, and the concept of "mimic" refers to similitude) is a concept that means learning by following 
nature and being inspired by nature. approach. Many software tools that have emerged with the 
developments in the field of technology have also enabled us to increase our ability to analyze and 
evaluate nature, which constantly renews and improves itself, and facilitates the imitation of nature 
in the development of form and function in the design processes and integrating it into the design. In 
the context of design, biomimicry means examining the solutions that nature brought in the 
evolutionary process and transferring it to the design field. In the design process, biomimicry 
generally falls into two distinctive categories. These are “from design to biology” (problem-oriented 
design approach) and “from biology to design” (solution-oriented design approaches). In this study, 
the design approaches brought by the concept of biomimicry to the field of design will be examined 
through examples, the innovations, conveniences and importance of the biomimicry design approach 
will be mentioned and its contributions will be mentioned. 


Keywords: biomimicry, design, design approach 


1. Introduction 


For centuries, people have tried different ways to find effective solutions to their problems. 
In particular, designers and engineers turned to creative and innovative solutions in order to 
make a difference and increase their effectiveness in design. One of the important sources 
that inspired this innovation has been nature (Altun, 2011). 


In pre-modern times, the relationship that humans establish with nature is different from the 
modern period, as survival inevitably requires keeping up with nature. The modern age, 
which refers to the effort of man to dominate nature and to free himself from its mercy, 
initiates a new process in his relationship with nature, which was not in question in previous 
ages. Migration, which drags people away from their homeland for centuries and drags them 
to unknown geographies, and urbanization and alienation as an inevitable result; scientific 
discoveries that led to the redefinition of the universe and man's place in the universe; 
industrialization, etc., which creates radical changes in the life-world of man by transferring 
the developments in the field of science to the field of production. Many elements transform 
the relationship between man and nature (Berman, 2012). 


1“ ART&SDESIGN-ICSSIET 2022 
July 30-31 2022 G GLOBAL 


https://www.iessietcongress.com/icssiet-art-design-congress 


Today, as a result of the rapid increase in energy consumption, the decrease in energy 
resources, it is important to ensure energy conservation in the fields of construction, housing, 
industry and trade with sustainability. In this context, global warming, climate changes and 
changes in ecological balance have enabled new approaches to the field of sustainability. 
One of these approaches is biomimicry. 


2: Method 


In this study, a literature review for the concept of biomimicry is made, the design approach 
of biomimicry is explained, the use of the concept of biomimicry in the field of design is 
mentioned, this concept is examined and evaluated through examples, and the possibilities 
brought by this design approach are mentioned. 


The Concept and Development of Biomimicry 


Nature survives in a random cycle; In this cycle, the world includes people who need to 
work, just like nature. Designers should therefore be inspired by nature, because nature is 
the best designer and genius of sustainable designs. While inspired by nature, there is a new 
discipline that designers follow, called biomimicry. “Biomimicry” first appeared as a general 
term in 1962. Biomimicry, which consists of the combination of the Greek words bios (life) 
and mimikos (imitation), in its most general definition, means the imitation of one life style 
by another (Volstad and Boks, 2012) 


In the context of design, biomimicry is to carefully observe nature in terms of its functional, 
formal and material formations and to develop design proposals that will make life easier by 
combining the connotations inspired by nature's productions with creative design activity 
processes. Biomimicry, or as another usage, biomimesis is “a conscious emulation of 
nature's genius. It can be thought of as “innovation inspired by nature” (Benyus, 1997). 


In biomimicry, it is the development of the design problem to reach a solution in a higher 
way by adding the solution in nature to the existing design. This imitation of nature “does 
not imply a direct transfer of observation of nature to any product, but rather refers to the 
creative application of biological concepts to product development processes” [Volstad and 
Boks, 2012]. 


Biomimicry can be evaluated not only as the direct conversion of observations in nature into 
products, but also as the use of biology-based concepts in the creative development of 
products and/or processes. In this direction, as Altun (2011) states, biomimicry is 'the 
materials made by humans by imitating the systems found in nature’. It is a science that 
encompasses all tools, mechanisms and systems. In the light of science and technology, it is 
an important area of contribution to the question of how we can do it better than the question 
of how we can do it as a basis in producing solutions to problems (Primlani, 2013). 


Since sustainability is the most important element in design, it is necessary to discuss the 
importance of nature and its impact on design, because nature knows how to sustain it. 
Nature transforms everything in order. For example, fallen leaves are good food for ants; 
The Cesarea tree maintains diversity as it contains many species due to the fruit it grows, 
while at the same time it ensures the continuation of many organisms in its place. However, 
achieving such a cycle has never been easy for human beings since the beginning of 
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humanity's existence. At this point, biomimicry acts as a connector between design and 
nature, helping designers use this huge laboratory where all kinds of experiments are the 
result of evolution. These experiments, which include all branches of science and 
engineering, are still continuing and their results are quite successful (Green and Bar-Cohen, 
2005). 


Biomimicry aims to develop creative solutions inspired by nature by involving the design 
and designer in the process. Our ability to examine Nature's 3.8 billion years of experience 
with current tools and capabilities has increased (Volstad and Boks, 2012; Ginsberg et al., 
2013). Today, the importance given to concepts such as energy efficiency and sustainability 
explains the return to nature. Benyus (1997), who has made important studies in this field, 
describes biomimicry as a new science that examines, imitates and inspires nature's models 
in order to find solutions to human problems. In this direction, he lists 9 basic features in 
nature's designs: 


i) Benefit from sunlight 

il) Uses the energy it needs 

ill) Creates a form suitable for the function 
iv) Recycles everything 

Vv) Promotes rewarding cooperation 

v1) Invests in diversity 

vii) Utilizes local elements 

viii) Keeps excesses away and 

ix) Pushes the limits. 


Within these principles, it is important that not only products, but also infrastructures and 
processes can follow this natural design path. It refers to seeing nature as a model, 
benchmark and mentor (Mathews, F., 2011). 


These design principles actually have a system emphasis. It is the ability of systems to 
develop and adapt over time, to adapt their subtypes within local constraints and conditions, 
to create more sustainable and ever-new designs without harming the environment and using 
less resources (Ginsberg, Schiano, Kramer, Alleyne, 2013). 


The economic and environmental factors that have become evident in recent years have led 
to the search for new approaches to the field of sustainability. Among these approaches, one 
of the promising ones with its high potential is biomimicry (Gamage and Hyde, 2012). 


Biomimicry, which is applied in many fields from transportation to automobile industry, 
from electronics to clothing and accessories, has created a fertile ground for the emergence 
of new technological products, especially as a result of research and development activities 
in the field of biology, and has become a significant contributor to the above-mentioned 
sectors. 


The Importance of the Concept of Biomimicry with Examples in the Field of Design 


There are three main articles about the use of biomimicry in the field of design. These are 
energy, material selection and approach models (Figure 1). 
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m Energy Conservation m Renewable Material m_ Problem-Based Approach 
m Natural Ventilation m™ Recycled Material tm Solution-Based Approach 
m Natural Lighting 

m Warm Protection 

m Visual Comfort 

m Solar Control 

m PV Channel Usage 

wm Indoor Air Quality 


Figure 1.Considerations in biomimicry design 


It is necessary to have an inclusive understanding in order to perceive the basis and 
functioning of nature's teachings (Karabetca, 2016). At this point, there are two methods for 
designers who want to perceive biomimicry and find solutions to design problems (El-Zeiny, 
2012). These methods are; 


Problem-Based Approach (The Design Approach That Question Biology) 


Problem-based approaches are named by designers as “direct approach”, “top down aproch”, 
“approach that questions biology”, “problem driven inspired design” (Yazicioglu, 2020). It 
is expected to produce a solution to the design problem by matching with organisms that 


exist in nature in solving problems. 


As an example of the Problem-Based Approach, the Toyota Rhombus vehicle developed in 
the TMEC R&D department in China was designed by being influenced by the chest fish 
(Boxfish, ostracion meleagris). With the recent researches, it has been developed and 
designed due to the fact that the chest fish has less friction coefficient due to its aerodynamic 
structure and, accordingly, the fuel consumption is quite efficient (Figure.2). 
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Figure 2. Toyota Rhombus developed in TMEC R&D Department in China 
Solution-Based Approach (Biology Influencing Design) 


The solution-based design approach has been named by the designers as the "indirect 
approach", "down-top approach" and "biology influencing design". In this design approach, 
it is very important that designers and biologists work together. Because, it is considered that 
more accurate solutions will be produced if designers and biologists jointly design issues 
such as ecosystem, organisms, life cycles, which are the research areas of biologists, in 
solution-based approaches (Radwan, 2016). 


An example of solution-based approaches is that the lotus flower stays clean and can be self- 
cleaning, using the method of lotus flower from the exterior paint of Lotusan paint company 
(it collects dust by transmitting dust to a certain area when dust particles come on it, and 
cleans the dirty areas by transmitting rain water to that area). inspired him to paint (Figure 
3.). In addition to the inspiration the Lotusan brand gives to paint, a self-cleaning fabric has 
been produced by being influenced by the lotus flower in the fabric industry. 


According to Radwan and Osama for Problem-Based Design and Solution-Based Designs 
in the context of biomimicry, there are three levels: organism level, behavioral level and 
ecosystem level. The organism level includes an organism such as a plant or animal. Some 
or all of these organisms can be mimicked. At the behavioral level, inspiration can be drawn 
from one or more aspects of how an organism behaves. The third level, the ecosystem level, 
aims to imitate and successfully maintain the ecosystem (Zari, 2007). 
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Although the biomimicry design approach is a new concept, its use in the field of design 
dates back much earlier. The biomimicry approach, the design approach handled by the 
designers through examples, the feature applied in the design, the solutions it brings to the 
design problem and the design levels are given in Table 1. 


Table 1. Biomimicry Examples 


Biomimicry | Influenced by Nature Inspirational Feature Biomimicry 
approach implemented in the | Design 
design approach 
Problem- so that the train can go | Organism 
Based faster - birds' beaks | approach 
Approach increase speed 
High speed train Birds’ beaks 
Problem- The nose of the | behavioral 
Based dolphins was effective | approach 
Approach in the Concorde 
aircraft design, 
because the air thus 
Concorde Dolphin reduced the friction on 
the outer surface. 
Problem- f 3 ‘ Inspired by the cross- | Organism 
Based ; veined structure of the | approach 
Approach leaf, a cast iron 
jigs skeleton was created 
ee ae Victoria amazonica and integrity was 
achieved with glass 
panels. 
Problem- analyzed the thigh | Organism 
Based bone, which is the | approach 
Approach strongest bone of the 
human body, and used 
this bone as_ the 
Eiffel Tower Femur sai 
Problem- with flight style and | behavioral 
Based balance system approach 
Approach 
Helicopter dragonfly 
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Solution- Frank Lloyd Wright | Organism 
Based called cork columns | approach 
Approach "dendriform", that is, 
tree-shaped. 
Mushrooms 
Frank Lloyd Wright, 
Johnson Wax Binas1 
Solution- it can be self-cleaning, | behavioral 
Based = using the method of | approach 
Approach aljoriral Laws lotus flower from the 
capeteere exterior paint of 
Lotusan paint 
company 
self cleaning paint 
Solution- — Biosphere Montreal | Organism 
Based used the "Exohedral" | approach 
Approach form in its geodesic 
domes before the 
discovery of the 
geodesic dome, one of 
Buckminster Fuller, | Exohedral form Fuller's een 
aac inventions, the third 
form of carbon (C60). 
Problem- The form and | Organism 
Based flexibility of spider | approach 
Approach webs are used for 
hanging systems. 
Frei Otto ve Giinther | Cobweb 
Behnisch, Miinih 
Olimpiyat Stadyumu 
Problem- In the first stage, bird | Organism 
Based skull and cuttlefish | approach 
Approach bones were examined 


for the skeletal system 


of the structure. As a 
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Michael Pawlyn, 


result of the 
investigations, a 
balanced and durable 


structure was obtained 


with less material. 
Biyomimetik Ofis Yapis1 Te: Ste He 
bird skull and integrated into the 
cuttlefish bones euch: 
Solution- ~ Due to its paddy | Organism 
Based structure, the game is | approach 
Approach difficult to separate 
from the area it comes 
into contact with. In 
this way, textile was 
Velcro Bant 
used in the clothing 
industry. 
Problem- Imitation of the gecko, | Organism 
Based a type of lizard that | approach 
Approach lives in humid tropical 
regions, has revealed 
mountaineering shoes. 
Solution- It is being imitated in | behavioral 
Based making robotic arms. | approach 
Approach One of the most 
interesting of these is 
the imitation of the 
elephant trunk. 
Solution- Mercedes has | behavioral 
Based benefited from the | approach 
Approach chickens' self-control 


Mercedes car 


chicken 


system. He develops 
his designs inspired by 
the regular rhythmic 
movement of 


chickens' heads. 
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Solution- Although its wings are | Organism 


Based very thin, there are no | approach 
Approach tears when flying, as 
) having too many 
divisions strengthens 
| its durability. The roof 
of the Munich 
Olympic stadium was 


built in the same way. 


Solution- Inspired by soap | Organism 


Based | bubbles, the carbon | approach 
Approach / molecule, nature's 


smallest organism, 


was inspired for the 
bubble Eden Project carrier system. In this 
way, transparent 
spaces are solved with 


less carriers. 


Ji Evaluation and Conclusion 

Sustainable energy use, which is necessary due to the effects of climate change, 
deterioration in the ecosystem and global warming in recent years, and biomimicry, which 
is one of the approaches that have come to the agenda, becomes very important in terms 
of sustainability in the field of design. In the biomimicry approach, it is concluded that 
the disciplines of design and biology (the branch of science that studies the ecosystem in 
nature) should work together. Accordingly, it has been concluded that these two 
disciplines should work together in order to provide clarity about at what level (organism, 
behavioral and ecosystem level) the inspiring creatures in nature will contribute to the 
design. The designers' use of biomimicry as a design approach will ensure the reduction 
of harmful emissions to the environment, efficient use of daylight, use of durable and 
recyclable materials, efficiency and effective use of energy. In addition, the developments 
in the field of technology have enabled the undiscovered mystery of nature to be solved 
and the designs inspired by nature to become more applicable in terms of form, form and 
function. As a return to progress by adapting without harming nature, existing designs 


seem to be very useful for people's use. 


I“ ART&SDESIGN-ICSSIET 2022 
G@honaL 


July 30-31 2022 


https://www.iessietcongress.com/icssiet-art-design-congress 


In addition, in the study, the concept of biomimicry was evaluated under two 
headings, problem-oriented design and solution-oriented design, and examined through 
examples. The benefits of using the biomimicry approach in design applications in many 
fields from architecture to product design, from textile to automotive sector and from 
industry to industry and how the problem that poses a problem in a design problem is solved 
with the knowledge gained from nature are discussed. With this study, the importance of 
being inspired and developing from nature at the point of producing solutions to the design 
problem in the design field of the biomimicry approach has been emphasized again. 
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Ozet 


Insanoglu var oldugu giinden bu giine doa ile siirekli bir etkilesim igerisindedir. Insanin ve 
doganin zorunlu birlikteli3i varolussal bir gerekliliktir. InsanoSlunun bilinen evrende yasamini 
surdtrebilecegi baska bir “mekaén ”bulunmamaktadir. Doga tek basina kendi yasamsal 
déngiistinti gerceklestirebilmektedir.14 milyar yasinda olan diinyada, doganin bize degil bizim 
dogaya olan ihtiyacimizin en agik géstergesidir. Bu baglantida, en 6z ifadeyle, insan bir “doga 
*igerisinde dogar, orada yetisir ve biyiir, orada birliktelikler olusturur ve yine orada kiltiiriinii 
ve medeniyetini insa etmektedir. Doga, bu anlamda uygarliklarin tizerinde yiikselmis oldugu 
fiziksel bir yap1 hem de toplum ve kiilttirlerin kendilerini ruhsal olarak besledigi ve 
imkAnlarmdan yararlandig: biitiiniin kendisidir. Insanligin ilk dénemlerinden itibaren doZanin 
egemenligi insan tizerinde daha fazla etkiye sahipken Sanayi Devrimi ile birlikte insan doga 
uzerinde belirleyici bir rol oynamaya baslamistir. Yasanilan bu stirecten sonra doga ve insan 
arasindaki etkilesim dengeleri olumsuz yénde ilerlemeye baslamistir. Insan niifusunun hizla 
artmasiyla birlikte sanayilesme ile dogal kaynaklarin tiketilmesi doganin tizerindeki 
insanoglunun etkisini géstermektedir. Insanin kendi yasamini ve soyunun devamini gerekli 
kilan doga ile olan organik bag1, varligini bilingli diizeyde tantmlamis oldugu ilk andan itibaren 
diistinsel bir boyut kazanmistir. Doganin insan karsisindaki bilinmezligi ve kendi giicii, kontrol 
edilmesi olanaksiz, insani dogaya kars1 boyun egen ve onu tanrilarla iliski kuracak sekilde 
yliceltmekte olan bir bakis agisina y6neltmistir. Mitolojinin “kadinsi” vurgularmndan bir tanesi, 
Ikinci bityiik Ana Tanriga olan Rhea’nin kendisi gibi Toprak/Bereket/Tabiat/Ana Tanric¢a olan 
Demeter Yunan mitolojisinde tarim, bereket, hasat, mevsim ve anne sevgisinin tanricasiyd1. 
Heykellerinde, sag elinde bir bugday basag1 sol elinde ise yanan bir mesale ile simgelenen 
tanrica toprak tanrigasi olarakta bilinmektedir. Mitolojide Diinyada bereketi garantiler, tarim1 ve 
bitki 6rtiistini' korumak icin gaba gésterirdi. Demeter, adini “toprak ana” anlamina gelen Ge- 
meter’den alir. Demeter, ekin ekme ve insanliga stirme sanatini ortaya koydugu icin saygi 
duyulur. Oncelikle bu nedenle ona “Hasatin nazik kralicesi ve topraSin anasi” deniyordu. 
Yapilacak olan bu galigsmada mitolojik karakter olan Demeter (Doga Tanrigasi)’in doga 
déniisiim kapsaminda kavramlar1 incelenecektir. 


Anahtar Kelimeler: insan, doga, Demeter, déniisiim 
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The Ways of Handling the Concept of Demeter in the 
Scope of Nature Transformation 
Esence Misra AKYUZ & Prof. Dr. Oguz DILMAC 


Abstract 


Mankind has been in constant interaction with nature since its existence. The compulsory 
coexistence of man and nature is an existential necessity. There is no other "place" in the known 
universe where human beings can survive. Nature alone can carry out its own life cycle. In a 
world that is 14 billion years old, nature is the clearest indicator of our need for nature, not us. 
In this connection, to put it simply, a person is born in a "nature", grows and grows there, 
creates associations there and builds his culture and civilization there. In this sense, nature is not 
only a physical structure on which civilizations have risen, but also the whole on which 
societies and cultures feed themselves spiritually and benefit from their opportunities. While the 
dominance of nature has had a greater impact on humans since the first periods of humanity, 
with the Industrial Revolution, humans began to play a decisive role on nature. After this 
process, the interaction balances between nature and human started to progress in a negative 
way. With the rapid increase in the human population, industrialization and the consumption of 
natural resources show the effect of human beings on nature. Man's organic bond with nature, 
which necessitates his own life and the continuation of his lineage, gained an intellectual 
dimension from the first moment he consciously defined his existence. The obscurity of nature 
in front of man and his own power have led him to an uncontrollable point of view, which is 
submissive to nature and glorifies him in a way that he can relate to the gods. One of the 
"feminine" accents of mythology, Demeter, who is the Earth/Fertility/Nature/Mother Goddess 
like Rhea, the second great Mother Goddess, was the goddess of agriculture, fertility, harvest, 
season and mother's love in Greek mythology. In her sculptures, the goddess symbolized with a 
wheat ear in her right hand and a burning torch in her left hand is also known as the earth 
goddess. In mythology, he would guarantee fertility on Earth and strive to protect agriculture 
and vegetation. Demeter takes its name from Ge-meter, which means "mother earth". Demeter 
is respected for showing the art of planting and ploughing humanity. She was called "the gentle 
queen of the harvest and the mother of the earth" primarily for this reason. In this study, the 
concepts of the mythological character Demeter (Nature Goddess) within the scope of nature 
transformation will be examined. 


Keywords: human, nature, Demeter, transformation 


1.Giris 


Do§ga, birbirinden farkli olan ve benzer 6zellikleriyle tiim varliklari iginde barindiran ve 
ayni zamanda onlarin tamamini olusturmakta olan canli bir yapidir. Onun canli olmasi 
ruha, hafizaya, zekaya ve tarihe sahip oldugunu géstermektedir. Bu ¢gikarim, dogada 
yasayan her bir varligin anilan 6zelliklere nasil sahip oldugunun da bir cevabidir. 
Canlilar birbirleriyle stirekli olarak bir etkilesim igerisindedir. Bu duruma bakildiginda, 
canlilar arasinda olusan farklilik iistiinliigiin ya da asagiligin géstergesi olmamakla 
birlikte, dogadaki denge ve uyumun siirekliligidir. Ciinkti stireklilik kavram1 dogum ve 
Oliim karsithginda varlik kazanmis olan yasam d6ngiisiinti meydana getirmektedir. 
Doga icerisinde her sey birbiriyle bir miicadele iginde olarak zamana bagli sirali bir 
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sekilde bir rota izleyen dogum, gelisim ve 6liim d6ngiisiinti izlemektedir. Doga 
*barinma, beslenme ve bir “anne” rolii igerisinde insan varliginin kendi yerini 
bulmasina ve anlamasina yardimci olan onun aslinda ayrilmaz bir pargasidir’(Aydin ve 
Ziimrtit,2013).Tiim bu yapisiyla doga, tarihler boyunca insani etkileyerek, insanlar 
hayatini devam ettirebilmek i¢gin doganin sundugu tiim olanaklari kullanmislardir. Kimi 
zaman hayatta kalmak ugruna kimi zaman da ¢cevresel sartlarini tyilestirmek i¢in insan 
tiretmis oldugu her seyin hammaddesini dogadan almaktadir. Canli bir varlik olan doga, 
kendisi gibi canli bir varlik olan insanla birlikte yagsamini stirdtirerek bir zorunlulugun 
pargasi olarak karsimiza ¢ikmaktadir. Bu birliktelik, baska bir sdyleyisle birlikte 
zorunlu olan iliski insanoglunun kendi ihtiyaglarini ve Gngoriilerini kendi etrafinda 
sekillenmekte ve insan parcgasi oldugu doganin vermis oldugu etkiyi tek tarafli bir 
tutumla birlikte g6rmezden gelerek kendi konumunu merkezlestirme yolunu secmistir. 
Durum bu sekilde ilerleyince ekosistemin ana pargasi olan insan, ayni zamanda dogal 
evrim stirecininde bir parcasi olarak dogal isleyise dogrudan miidahil eden bir canli 
olarak 6ne ¢ikmistir. Endiistri devrimiyle birlikte baslayan yogun sanayilesme siirecinde 
ve bu siirecin tetiklemis oldugu kentlesme sorunlari hizli bir sekilde doganin tahrip 
edilmesi ve dogal yasamin zedelenmesi sonucunu dogurarak, dogadaki denge insan 
bozularak onarilmas: neredeyse ¢ok zor olan ¢evre felaketleriyle karsi karsiya 
kalinmaktadir(Gul,2013). Giintimiiz i¢gerisindeki toplumlarin karsi karsrya kalmis 
oldugu en 6nemli toplumsal meselelerinden bir tanesi olan ¢evre sorunlarinin, insanligin 
Ontinde asilmasi olanaksiz bir durum oldugu tartigsmasiz bir ger¢gek olarak karsimiza 
cikmaktadir. Cevre sorunlarmin ktiresel 1sinma, hava kirliligi, iklim degisikligi, su 
sikintisi gibi birgok faktérle birlikte tiirlerin yok olusunun giindeme gelmesi 20.yiizyilin 
yarisinda goériilmeye baslanmis olsa da aslinda bu sorunun birdenbire ortaya ¢ikan bir 
konu oldugumu séylemek yanlistir. Ekolojik zararin boyutlari, sanayilesme dénemi ile 
birlikte yiikselige gegmekte olan toplumun ciddi diizeye ulasmastyla, insanlik tarihinin 
dogaya miidahalesinin k6kenlerini daha eskilerde aramak gerekmektedir. Cevre 
sorunlarinin gecmisi insanligin tarihi kadar eskilere dayanmaktadir (Duru, 1995). 


2. Yontem 


Arastirma problemi ile ilgili verileri toplamak ic¢in ilgili literatiir taramasi yapilmaktadir. 
Nitel arastirma 6zelligi tasimasindan dolayi bu arastirmada tarama modelleri 
kapsaminda belgesel tarama modeli tercih edilmistir. Yazili kaynaklara belgesel tarama 
yontemi ile ulasilarak, elde edilen bilgilerin analiz ve yorumu yapilarak, gérsel 6rnekler 
tizerinde ontolojik ¢éziimleme yéntemi uygulanacaktir. Konu ¢cercevesinde yapilmis, 
olan sanatg¢i eserleri incelenerek, d6nemin kosullar1 ve diisiince bicgimi géz 6ntinde 
bulundurularak farkli bir bakis acisindan nasil bir anlam kazandigi iizerinde 
durulmaktadir. 


Bu baglamda yayinlanmis, ve ulasilabilen basili ve gérsel yayimlanmis, kaynaklardan 
yararlanilmasi planlanmaktadir. Toplumsal degismeyi anlamaya d6énik bilgi tiretme 
streclerinden biri olan nitel arastirma insanlarin yasam tarzlarini, Oykiilerini, davranis 
ve Orgtitsel yapilarin1 incelememize yardimci olan arastirma y6ntemlerinden bir 
tanesidir. “Insan, oldukca karmasik bir fizyolojik sisteme ve bu sistem ile biitiinlesip 
psikolojik siireglere sahip bir varlik olmasinin yaninda, sosyal alanda diger insanlarla 
iletisimi bakimindan sosyolojik bir varliktir. Bu denli karmasik bir yapryi salt nicel ve 
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deneysel bulgularla anlamaya calismak ya da her insanin genellenebilir ilkeler biitiinu 
oldugunu savunmak sorunlu bir yaklasimdir’” (Baltaci, 2019: 369). Stirekli degisen 
duygu, diisiince ve zihin yapisi ile sosyal alandaki dinamik iliskilere verdigi tepkinin 
karmasikligi dikkate alindiginda insanin biitiinciil bir yaklasimla agiklanmasinin daha 
uygun olacagi diistiniilmektedir (Merriam ve Grenier, 2019). Zamanla insanin kendine 
has 6zellikleri ve gesitli fenomenler inceleme konusu yapilmis ve bu incelemelerin nicel 
yontemin keskin kriterleri ile belirlenemeyecegi goriisii yayginlik kazanmaya 
baslamistir (Denzin ve Lincoln, 2008). Bu ifadeler 1s18:nda arastirmanin nitel arastirma 
yontemtyle desenlenmesinin tercih edilmesinin temel nedeni, 6zellikle sanat gibi sosyal 
gercekligin karmasik dogasini igeren bu alana iliskin problemlerin ¢6ziimtinde daha 
gecerli sonuc¢lar sunmasindan kaynaklanmaktadir. 


Nitel arastirma istatiksel veri analizine dayali arastirmanin aksine, insanlarin olaylara ne 
tir anlamlar yiiklediklerini, diger bir sdyleyisle olaylari nasil niteledikleri sorusuna 
cevap aramaktadir. Insanlarin olaylara déniik 6znel bakis acilarim kesfetmeyi 
hedefledigini s6yleyen Storey nitel arastirmanin nicel arastirmadan daha istiin oldugunu 
belirtmektedir. Bundan dolayi nitel arastirmanin insanin, kendi sirlarin1 ¢6zmek ve 
kendi cabastyla bigimlendirdigi toplumsal sistemlerin temelini kesfetmek tizere 
gelistirdigi bilgi tiretme yollarindan bir tanesi olarak tanimlayabiliriz. Yapilan arastirma 
bu sdylenilen varsayimlarin aksine, gercekligin aslinda arastirmaci tarafindan 
kuruldugu; gercekligin anlasilmasinda s6z konusu ger¢eklik ile etkilesim i¢erisinde 
olunmasi gerektigi; gergekligin arastirmacinin kendi 6znel degerleri perspektifinden 
kavranmasi ve arastirma raporunda kisisel bir dil kullanilmasi  gerektigi 
varsayimlarindan hareket etmektedir. 


3. Bulgular 
Doganin Disiligi ve Dogusu “Demeter”: 


Insanlarm davranislarmin ana temelinin olugsmasina yardimci olan Dofaiistii 
varliklardan bir tanesi de disi 6zellikleri kendisinde barindiran varlik olarak tanimlanan 
“tanricalardir. Gériilen ¢ogu toplumda baslangi¢ stirecinde anaerkil bir yap: mevcuttur. 
Bu goriisiin sebebi, toplumlarin “ekonomik, siyasal, dini ve toplumsal temellerinin 
tarsal yila dayanmakta olmasidir(Ciineydi,2021). Tarmla birlikte hayatlarini 
surdiirmekte olan toplumlar kadinin dogurma  ozelligini dogayla _ birlikte 
6zdeslestirmislerdir. Bu sebepten dolayi bircok kiiltirtin baslangicinda “Ulu Tanriga” ya 
da “Ana Tanrica “tapimi vardir. Kendi hayatlarin1 devam ettirebilmek adina tek 
ugraslar tarrm olan toplumlar, tanricgalara sayg: duymaktadirlar. Toprak tizerinden elde 
ettikleri mahsullerle yasamlarini siirdiiriirken topragin bereketsiz oldugu zamanlarda 
kitlik ¢ekmektedirler. Bu yiizden toprag1 ve dogayi, gizemli, mistik ve iistiin olarak 
gormektedirler. Tanricalarin dogayla yakindan ilgilendigi mitolojilerden bir kism1 
Siimer, Antik Yunan ve Cin mitolojileridir. Yunan mitolojisinde olan tanricalar 
Artemis, Gaia ve Demeter, Siimer mitolojisinde Inanna ve Namnu Cin mitolojisinde ise 
Xihe, Wu Lou ve Niiba en bilinen doga-kadin iliskisinin goriilebilecegi tanricalardir. 


Hesiodos’un anlatisina gére Antik Yunan mitolojisinde baslangi¢ta sadece kaos vardir. 
Bu kaos ortamindan hi¢glikten Latince ’de “toprak ’anlamina gelmekte olan Gaia ortaya 
cikmaktadir. Kendi dogurma prensiplerine goére Gaia Uranos(Gokyiizii) ve 


WA, 


ACADEMY PA 
Mugla/TU RKIYE 


I" ARTSDESIGN-ICSSIET 2022 


July 30-31 2022 & 


Mugla/TURKIYE 


https://www.iessietcongress.com/icssiet-art-design-congress 
} 


Pontus(Daglar)’u yaratir. Bu muhtesem giicityle baska higbir 6zellige gereksinim 
duymadan yaratmis oldugu sey evrenin kendisidir. Gaia ’nin iktidarin sekillenmesi igin 
ogluna vermis oldugu orak 6nemlidir; ¢tinkti orak tarimda dogada kullanilan bir aractir. 
Bu durumdan anlasilacagi tizere doga her ne kadar miidahaleye ugramis olsa da 
kendisini stirekli olarak yenilemektedir. Gaia ‘nin toprak ana izlerini Kronos ile 
Rhea’nin kiz1, Basak ve Bereket Tanrigasi olan Demeter ’de gérmek miimkiindiir. 
Demeter tiim tanricalar igerisinde en besleyici olan ana tanricadir. Kizi olan 
Persephone’nin yeralti tanrisi Hades tarafindan kacirilmastyla tiim bereketini topraktan 
ceken Demeter’e insanlar tarafindan gésterilen biiyiik bir ilgi ve sefkat vardir. 


Tablo 1. Demeter ve Persephone’nin Kagirilisi 


Hasat ve tahil tanrigas1 olan Demeter eski insanlar yiyecek saglamak igin her zaman ona 
muhtag olurlard1. Ama ayni zamanda Demeter hem yok edip hem de yaratma giiciine 
sahip oldugundan dolay1 insanlar onu her zaman mutlu etmek isterlerdi. Heykellerinde; 
sag elinde tutmus oldugu bir bugday basa§g1, sol elinde ise yanan bir mesale tutmaktadir. 
Demeter ’in Zeus’tan dogan tek kizi olan Persephone’nin, Zeus’un yardimtyla birlikte 
Hades tarafindan Sicilya’da buluna Enna ¢ayirina ya da Mysia ovasina kagirildigi 
sdylenmektedir. Kizi nergis ¢igegi ve zambak toplarken yer yarilarak Hades tarafindan 
Oliiler diinyasina ¢ekilmistir. Demeter 9 giin 9 gece 9 yil boyunca biitiin evreni bastan 
asagiya dolanarak bir defasinda ugurumda gézden kaybolan kizinin ¢1gligini duysa da 
ona ulasamamis, onuncu giin kendisi gibi kizin ¢igligin1 duyan fakat gece oldugundan 
dolay1 kaciran kisiyi goremeyen Hekate ile karsilasmistir. 
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Tablo 2. Ceres (Yunan Demeter) - th Antik Roma tanricasi heykeli 


Demeter keder ve iiziintiiden Olympos dagindan kagarak 1ssiz bir yerde inzivaya 
cekilmistir. Yerel s6ylenise gore bu yerin Eleusis oldugu, tanriganin burada “Keder 
Tasi” olarak bilinen bir kayanin iizerinde oturdugu sdylenmektedir. Demeter yasamis 
oldugu bu durum karsisinda tiziintii ve siirgiinde olmasindan dolay1 topragin bereketi 
giderek, insanlar kitlik tehlikesine maruz kalmislardir (Cilingir, 2021). 


Bu durumun tizerine Zeus, Hades’e emir vererek kiz1 geri vermesini istese de kiz1 Oliiler 
diinyasinda bir nar tanesi yiyerek orucunu bozdugu icin yeryiiziine geri d6nememistir. 
Bir orta yol olarak Persephone’nin yilin yaklasik ticte birini Hades ile gegirmek zorunda 
olarak, serbest birakilmasina karar verilmistir. Demeter kizinin d6nitisiine minnettar 
olarak, tahil ekimini ve tarrm icgin 6nemli olan diger faydalar1 6gretmek tizere prens 
Demophon’u insanliga gonderdigi s6ylenmektedir (Aslan, 2007). 


ARTSDESIGN-ICSSIET 2022 


aie, 


July 30-31 2022 


Mugla/TU RKIYE 


https://www.iessietcongress.com/icssiet-art-design-congress 
} 


Tablo 3. Demeter ve Persephone 


Insan ve Do%a [liskisi 


Cevre sorunlarinin artmastiyla birlikte doga varliklarinin yasamis oldugu dramatik 
degisim sonucunda insanligin bugiinti ve gelecegi hakkinda duyulan kaygilarin giderek 
artmasina neden olmaktadir. Fakat bu kaygilar, dogay1 yasam1 destekleyen bir sistem 
olarak g6rmenin daha 6tesinde onu aslinda tiretimin bir nesnesi ve bir “kaynak” deposu 
bicgiminde algilamakta olan ekonomiyi olumsuz etkileyen nedenlerle birlikte ¢evre 
sorunlariyla ilgilenmekte olan bir gériisti de igermektedir (Birdisli, 2013). 


Insan ve doga arasindaki iliski tarihsel olarak aydinlanma dénemine kadar olumlu bir 
sekilde ilerleyerek biitiin toplumlar insani doganin bir par¢asi olarak kabul etmekte olan 
bir dogal anlayis bicgimini kabul etmislerdir (Kef, 2018). Bu yaklasima gore insan artik 
doganin bir pargasidir ve kendi yasamini siirdiirebilmesi i¢in doganin timiine bitiintiyle 
uyumlu bir sekilde yasamak zorundadir. Insanin bu yaklasimi ve dogaya anlam 
yuklemis oldugu kutsallik tarihsel stireglere bakildiginda 15. Ve 16. Ytizyilda 
degigsmeye baslayan insan ile birlikte pargasi oldugu dogay1 sadece kendi ¢ikarlari 
yontinde tek tarafl1 bir tutumla yok sayarak kendi konumunu merkeze alarak degisime 
ugratmaktadir. Bu yaklasim bigimiyle birlikte, insan karsisinda olan dogay1 ikinci plana 
atmistir. Aydinlanma d6neminden itibaren doga ve insan arasindaki iliski boyut 
deSistirmeye baslayarak insan ve doga arasindaki iliskinin diisiinsel y6niinii, [lk Cag 
filozoflarina kadar g6tiirmek miimkiin sayilmaktadir. Bacon ve Descartes ile birlikte 
modern felsefe olusmaya baslayarak akli hakimiyet altinda gii¢ olarak benimseye 
baslayan insanoglu, aklin kilavuzlugunda diinyanin yeni efendisi olarak kendini 6n 
plana gikarmistir (Aydin ve Ziimriit, 2013). 18. ve 19. Yiizyilda Avrupa’da Sanayi 
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Devrimi ile birlikte doga tizerinde hakimiyet kurma istegi onun tamamryla birlikte bir 
sOmirti nesnesine déntismesine neden olmaktadir. Bu goriisle birlikte doganin sunmus 
oldugu bitin kaynaklar bilimsel geligmelerle birlikte insanoglu tarafindan bir 
laboratuvara doniistirtilerek insanin kutsal olarak gérdiigii doga kavrami mistiklikten 
koparak tamamen mekanik bir boyutta algilanmaya baslamistir (Ceritli, 2001). 
Yasadigimiz d6énem icerisinde inkaér edilemeyecek kadar korkun¢g boyuta ulasmis 
durumda olan insan kaynakli cevreyle ilgili déniisiimlerden olan iklimlerin degisimleri 
ve iklim krizi dogmaktadir (Burke, 1945). 


Brezilya’li sanatgi olan, Nele Avezedo’da, yer kiirenin kinlganligina, ktiresel 1sinma 
sonucunda dogmus olan iklim degisikliklerine ve cevre felaketlerine dikkat ¢ekerek 
farkindalik yaratmak isteyen sanatcilardan biri olmustur. Sanatc1 2009 yilinda yapmis 
oldugu Berlin konser salonunun merdivenlerinde sergilemek tizere 20 cm boylarinda 
bin adet buz heykelden meydana gelmekte olan bir enstalasyon gésterisi olusturmustur. 
Nele’nin caligmasi insanlarin g6zii Gniinde kisa bir siire igerisinde suya d6ntsmiistiir. 
Sanatc1 buz kiitlelerinden yapmis oldugu minyatiir insanlarla birlikte Grénland ve 
Antarktika’da erimekte olan buzullarin kiiresel 1sinmaya ve insan odakli olan ¢evresel 
faktérlere ve felaketlere kars1 duyarlilik olusturmak istemistir. 


Tablo 4. Nele Avezedo, Melting Men, 2009. 
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Siirekli bir degisim ve doniisiim icgerisinde olan doga ézellikle yirminci yiizyilda dogaya 
etki etmekte olan endiistriyel saldiriyla bir metafor kavrami olarak Amerikali 
sanatcilarin caligsmalarinda yer almaktadir. Cagdas Amerikan sanatinda “yeryiizii 
”sadece bir estetik arastirmalar i¢gerisinde verimli bir ara¢ olarak degil; psikolojik, sosyal 
ve teknoloji baglantilarini ifade edebilmek adina metaforik bir ara¢ olarak 
kullanilmaktadir. Yeryiizii kavrami bazi sanatgilar icgin, hayat d6niisiim sistemini ifade 
ederken, bazi sanatcilar i¢in bir tarih deposudur. Daglar, nehirler, agaclar ve gdkyiizi; 
bu bilesenler sanatgilarmn calismalarinda yer alarak yeni anlamlarla birlikte katmanlar 
olusturmaktadir. Yeryiiziinti sadece bir fiziksel sunum olarak degil, psikolojinin ve 
bedenin bir uzanti metaforu olarak diisiinmekte olan sanatgi Juddy Ptuff 
yerlestirmelerinde su alti temasin referans almaktadir. Yapmis oldugu caligsmalarda 
isiktan gdlgeye, kiitleden bosluga olan baglantilari arastirmaktadir. Sanatg1 dogal 
evrenin par¢alarii yansitirken eserlerinde kullanmis oldugu malzeme olarak; paslanmis 
yatak yaylari, ekranlar, cam diskler ve agac¢ ko6klerini neseli bir kaos icerisinde 
birlestirmektedir (Friedman, 1995). 


Tablo 5. Judy Pfaff, Gdzde Mekan/Mavi Dalis, Kagit, Genlesmis Pigment, Akrilik, 
Regine ve Balmumu, 2014 


I" ARTS&SDESIGN ICSSIET 2022 
July 30-31 20m _ ACADEMY 


Mugla/TURKIYE » 


icssietcongress.com/icssiet-art-design-congress 
g g 


Biyiik ve etkileyici enstalasyonlan olan Henrique Olivera’nin, metaforik olarak bedenin 
ve yeryiiziiniin fiziksel yapisini i¢gine alarak izleyiciyi olusan bu co§grafi alana dahil 
etmektedir. Yapmis oldugu caligsmalarinda bélgesel ya da bedensel bicgimde tam bir 
gerceklik sunmayarak izleyiciyi bedene, digi ve eril olana, dogaya, anneye ve yeryiiztine 
dénmeye cagirmaktadir”. Bilimin disinda bir alan olarak ortaya cikmakta olan ekoloji 
kavrami, objesiz bir nesne olarak anlamlandirilarak objelerden ziyade sistemlere ve 
baglantilara odaklidir” (Friedman, 1995). Sanatg1 calismalarinda ekolojik teoride yer 
almakta olan; geri dénme, birlige karsi olusturulan Ustiinliik ve evrensellik konulartyla 
ortiismektedir. 


Tablo 6. Henrique Olivera, Baitogogo, Kontraplak, Ké6puk ve Pigmentler, 2013 


4. Sonuc ve Oneriler 


Sonug olarak bakildiginda doga gibi mistik, hayat veren, gizemli ve hayat alan figiir 
kadindir. Cocugun dogumunda erkegin roliiniin kesfedilmemis oldugu arkaik 
toplumlarda ana tanriga tapimi, dogay1 ve kadim birbirine yakinlastirarak kadin degisir 
ve yeniden tiretmektedir. Kadin kavraminin besleyici ve dogurgan olusu onu tanrisal 
boyutlara tasrmaktadir. Tarima dayali toplumlarda anaerkil yapisi bir¢ok mitolojide var 
olmus olsa da ataerkil ve savas¢i topluluklarin istilastyla birlikte bu mitolojilerde 
bulunan kadin-doga iliskisi garpik bir hal almaktadir. Bu ¢ikarima gore ne olursa olsun 
Yunan mitolojisindeki Gaia, Artemis ve Demeter, Siimer mitolojisinde bulunan Namnu 
ile Inanna ve son olarak Cin mitolojisindeki Xihe, Niiba ve Wy Lou gibi kadin 
figiirlerde tanriga ve Doga-kadin arasindaki gézle gériilmekte olan birliktelik 
yadsinamaz bir gercektir. Cevre sorunlarinin sadece ¢evrenin kirletilmesi veya 
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bilingsizce kullanilmasi olarak degil daha genis bir perspektiften bakildiginda siyasal, 
toplumsal, mitolojik, ekonomik, kiiltiirel ve ahlaki boyutlar1 karmasik bir sorun konusu 
olarak gérmek daha dogru olacaktir. Insanliga tanricalardan birakilmis ortak miras olan 
cevre ve doga kuskusuz olarak insanligin ilerideki yasantisi acisindan hayati bir Gneme 
sahiptir. Cevre sorunlarinin sonucunda veya bu sorunlarin ¢6ziimlenmesi i¢in alinmasi 
gereken tedbirlerden bir tanesi saglam bir ¢evre bilinci olusturmaktan gegmektedir. 
Teknolojiyi durdurmak miimkiin olmayacagina gére yeni yaklasimlar getirilmelidir. 
Sonucunda hem teknolojinin imkanlarindan faydalanmis olacagiz hem de ¢evreyi ve 
dogay1 kendi evimiz ve kendi géziimiiz gibi bakip koruyacagiz. 
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Yirminci Yuzyilin [lk Yarisinda Sira Disi Bir Fotograf¢i: Tina Modotti 
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Ozet 


Tina Modotti, 1896’da Italya’da, Udine sehrinde dogdu. Cocuklugu yoksulluk iginde gecti. Buna 
bali olarak erken yasta calismaya basladi. Babasi, 0 dénemde pek cok Italyan’in yapti3: gibi 
calismak icin Amerika Birlesik Devletleri’ne gitti. 1913 yilmda Tina da San Francisco’ya 
babasinin ve ablasinin yanina gitti. Orada tekstil endiistrisinde ¢alisti ve yerel [talyan Kolonisi'nin 
amator tiyatrosunda oyunculuk yapmaya basladi. 1918'de Roubaix de l'Abrie Richey ile evlendi. 
1920 yaprmi A Tiger's Coat'ta basrol oynayan Modotti, oyunculuga ek olarak, fotografgilar igin 
modellik yapti ve bunlardan en 6nemlisi Edward Weston’ di. Modotti ve Weston, 1923'te Mexico 
City'ye geldiler ve bir fotograf stiidyosu kurdular. Modotti, 1923'ten 1930'a kadar Meksika'da 
yasadi ve fotograf cekti. Politik devrimlerin ardindan kiiltiirel devrimin hayata gecirilmeye 
calisildigi Meksika’ da Diego Rivera, Frida Kahlo ve David Siquerios gibi sanatgilarla yakin iliski 
icine girdi. Sol politikada aktif bir sekilde rol alan Modotti, 1930’da Meksika’dan sinir disi edildi. 
Fotograf kariyeri sona erdi ve sonraki 12 yil boyunca Uluslararas1 Kizil Yardim’in hizmetinde 
Moskova, Paris ve Ispanya'ya gitti. 1939’da tekrar Meksika’ya gitti ve 1942 yilinda hayatin 
kaybetti. Bu arastirmada, 6ncelikli olarak Modotti’nin fotograf kariyerinin sonlandig1 1930’a 
kadar olan yasami ve sanati incelenmistir. Sonug¢ olarak, kariyeri Meksika’da baslayan ve 
sonlanan Modotti, devrimci kimligi ile sanatini bir arada sekillendirmistir. Buna bagli olarak ele 
aldig1 konular, cogunlukla, Meksika ve Meksikali kadinlar, gocuklar ve isg¢ilerdir. 


Anahtar Kelimeler: Tina Modotti, fotograf, yirminci ytizyil, Meksika 


An Extraordinary Photographer in the First Half of 
The Twentieth Century: Tina Modotti 


Assoc. Prof. Mustafa CAPAR 
Abstract 


Tina Modotti was born in 1896 in Italy, in the city of Udine. Her childhood was spent in poverty. 
As a result, she started working at an early age. Her father went to the United States to work, as 
did many Italians at the time. In 1913, Tina went to San Francisco with her father and older sister. 
There she worked in the textile industry and began acting in the amateur theater of the local Italian 
Colony. She married Roubaix de l'Abrie Richey in 1918. Modotti, who starred in 1920's A Tiger's 
Coat, in addition to acting, modeled for photographers, most notably Edward Weston. Modotti 
and Weston came to Mexico City in 1923 and set up a photography studio. Modotti lived and 
photographed in Mexico from 1923 to 1930. In Mexico, where the cultural revolution was tried 
to be realized after the political revolutions, she came into close relations with artists such as 
Diego Rivera, Frida Kahlo and David Siquerios. Actively involved in leftist politics, Modotti was 
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expelled from Mexico in 1930. Her photographic career came to an end, and for the next 12 years 
she traveled to Moscow, Paris and Spain in the service of the International Red Aid. She went 
back to Mexico in 1939 and died in 1942. In this research, Modotti's life and art until 1930, when 
her photography career ended, were examined. As a result, Modotti, whose career started and 
ended in Mexico, shaped her revolutionary identity and her art together. Accordingly, her subjects 
are mostly Mexican and Mexican women, children and workers. 


Keywords: Tina Modotti, photograph, twentieth century, Mexico. 
Giris 
Tina Modotti’nin Cocuklugu ve Gencligi 


Asil adi, Assunta Adelaide Luigia Modotti Mondini olan Tina Modotti, 1896’da, 
Italya’nin Udine kentinde dogdu. “DoSumundan yaklasik bir yil sonra aile, Alpler'in 
kuzeyine, kticik Avusturya k6yii Saint Ruprecht'e tasind1; (...) Aile yedi bucuk yil sonra 
Italya'ya déndii ve o zamana kadar Tina hem Italyanca hem de Almanca'yi akici bir 
sekilde konusmay1 68rendi” (Warren, 2011:217). O zamanlar pek cok Italyan’in yaptig1 
gibi “1913’te, is aramak icin Amerika Birlesik Devletleri'ne gé¢ eden (...) babasi 
Giuseppe'nin yanina gitti” (Frigeri, 2019). Tina, orada “tekstil endtistrisinde ¢alisti ve 
yerel [talyan Kolonisi'nin amatér tiyatrosunda oyunculuk yapmaya basladi. 1918'de 
Roubaix de l'Abrie Richey (Robo olarak bilinir) ile Los Angeles'a tasindi ve evli bir cift 
olarak birlikte yasadilar” (Lowe, 2006:1065). 


Modotti 1920’de ¢cekilen The Tiger’s Coat (Kaplan Postu) filminde basrolii oynadi. 
Oyunculugunun yaninda, “fotografgilar Jane Reece, Arnold Schréder, Wallace Frederick 
Seely, Johan Hagemeyer ve en 6nemlisi Weston da dahil olmak tizere bir¢ok sanatg¢ i¢in 
modellik yapmaya basladi” (Lowe, 2006:1065). Edward Weston, daha o zamandan 
dnemli bir fotograf¢i olarak kabul ediliyordu. Modotti, “bu dénemde ondan fotograf¢ilik 
dersleri aldi. 1921’de Modotti, Weston’in gézde modeli haline gelmisti. Ve cok 
gecmeden ikisi arasinda bir iliski basladi. Meksika’ya Weston’1n fotograflarini tanitmak 
amaciyla giden Robo 1922’de burada hayatin1 kaybetti” (Hacking, 2015:243). 


Meksika’ya Gidis ve Fotograf Kariyeri 


Evli ve gocuklan olan Weston, “Modotti ile birlikte Agustos 1923'te California'dan 
Mexico City'ye geldi; birlikte, (...) 6nemli bir fotograf stiidyosu kurdular” (Lowe, 
2006:1065). Modotti ve Weston, fotograf stiidyosunda birlikte ¢alisryorlardi ve Modotti 
“profesyonel bir fotograf¢1 olmayi kafasina iyice koymustu” (Hooks, 2008:104). Bu 
karar1 almasinda Weston’la tanigsmasi yaninda baska fakt6érlerin oldugu da sdylenebilir. 
“Amcasi Pietro Modotti, Udine'de bagarili bir fotograf stiidyosu isleterek portre, 
natiirmort ve manzara fotograflari tiretmis ve Italya'nin kuzeyinde etkili bir fotograf¢ilik 
okulu isletmisti. Ayrica babasi San Francisco'ya ilk geldiginde kisa 6miirlii bir fotograf 
stiidyosu agmisti” (Lowe, 2006:1065). Biitiin bunlarin yaninda Modotti'nin “bir akt6r ve 
model olarak deneyimi devreye girdi: kameranin ‘6teki’ tarafinda calismak, ona fotograf 


1“ ART&DESIGN-ICSSIET 2022 
July 30-31 2022. Che 


Mugla/TURKIYE 


https://www.iessietcongress.com/icssiet-art-design-congress 
Pp: “ ng! ig 9g 


mekanigi ve kompozisyon gibi estetik konular hakkinda fikir verdi. Kisacasi, fotograf¢1 
olmak ona ‘bakisin kontroliinti ele ge¢irmesini’ sagladi’” (Lowe, 2006:1065). 


Modotti’nin galigmalan, yaklasik yedi yillik kariyerinde “iki déneme ayrilabilir: 1923— 
1924 ve 1925-1930. [lk konulart, isik, desen, kompozisyon ve ton gibi bicimsel konulari 
incelemek icin kullandigi bir tir olan natiirmortlardi” (Lowe, 2006:1065). Bu ilk 
fotograflarinda agirlikli olarak Weston’1n etkisinde galismalar yapan Modotti, “1924 ve 
1925 boyunca, Meksika ve politikalarmdan ¢ok kamerasi ve Weston ile yeni ve taze 
iliskisini sergileyen daktilolar, igki bardaklan, zambaklar, kaktiisler, kapilar, telefon 
telleri ve giller cekti - bunlar gélgeli, uzun, asir1 pozlanmis gorintiillerdi” (Morgan, 
2012:107). Bu ilk galismalarinda, insandan ¢ok mimari elemanlar ve objelerin yer aldigi 
fotograflar ¢ekti. 


Gérsel 1: Tina Modotti. Kaktiis. 1924. 
https://www.moma.org/collection/works/5 1070 


Gorsel 2: Tina Modotti. Giiller. 1924. 


https://www.moma.org/collection/works/48558 
Gorsel 3: Tina Modotti. Kalla Zambagi. 1924-26. 


https://(www.moma.org/collection/works/51400 


Modotti, Giiller’de (Gorsel 2), siradan bir konuyu, kompozisyon olusturma ustaligini 
farkli bir bakis acistyla birlestirerek fotograflamistir. Fotografta, giiller, “Gok yakin ve 
kusurlu oldugu icin, goriintii israrc1 ve neredeyse agir1 samimi hale gelir. Izleyiciyi (...) 
giillerin daha da icine iterek, bizi normalde kol mesafesinde tuttugumuz bir seye daha da 
iter” (Morgan, 2012:108). Fotograf yiizeyinin yalnizca tig yerinde kiciik bosluklar 
goriiltiyor, geri kalan bdliim, biri cok biiyiik goriinen dért gille kaplanmistir. Bu, 
izleyicide bir sikigsmishtk duygusuna yol agryor. “Bir vazoda dik olarak degil, bir araya 
yigilmig olan bu giiller, yasayan giizel seyler olarak kullanisliliklarini yitirmis gibi 
gortintiyor ve farkli derecelerde bozulmalari, insan dliimliiligiinti isaret ediyor” (Lowe, 
1996:95). 


1925 yilinin sonlarinda Tina, “annesinin hasta oldugu haberini aldi. San Francisco'ya 
gitmek tizere apar topar” (Hooks, 2008:144) yola ¢ikti. Annesinin iyilesmesinden sonra 
bir stire orada kalan Tina, “gergek fotograf anlayisini, yeni arkadaslar araciligiyla 
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tanistig1 ve aralarinda Consuelo Kanaga, Dorothea Lange ve Imogen Cunningham gibi 
fotograf¢ilarin da bulundugu bir gevrede” (Hooks, 2008:145) belirledi. 


Gorsel 4: Tina Modotti. Telefon Telleri. 1925. 
http://masters-of-photography.com/M/modotti/modotti_wires_full.html 
Gorsel 5: Tina Modotti. Kadehler. 1925. 
https://museoitaloamericano.org/artwork/modotti-tina-glasses-1925/ 
Gorsel 6: Tina Modotti. Stadyum. 1927. 
https://artsandculture.google.com/asset/stadium-exterior-tina-modotti/XwFGrY LW1iYktQ 


Hooks (2008:103) Tina’nin Meksika’da “Estridentista'lar (Kulak Tirmalayanlar) diye 
bilinen ve gen¢ sanatgilarla entelektiiellerden olusan bir grupla” yakinlk kurdugunu 
belirtmektedir. “Stredentist hareket (1921-27), Meksika'daki tek sanatsal avangard 
hareketti. Ozellikle gérsel sanatlar ve edebiyatta tarihi Avrupa ve Latin Amerika avangard 
hareketlerini sentezlemeye galisti” (Luis, 2012:3). Hareketin, Modotti’nin fotograflari 
tizerinde de etkileri olmustur. Hooks, (2008:125) onun “Telephone Wires (Telefon 
Telleri), Stadium (Stadyum) ve Glasses (Kadehler) adli ¢alismalariyla birlikte 
fotograflarinda Estridentista'larin islerinde oldugu gibi modern, geometrik bir etki” 
oldugunu belirtmektedir. 


Gérsel 7: Tina Modotti. Isci Gecit Téreni. 1926 
https://www.moma.org/collection/works/46178 
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Yukaridan cekilmis bu fotografta (Gérsel 7), “yiiriiyiig yapan bir grup k6ylii, onlarin 
Meksika tasrasinin ve tarim reformunun sembolii olan hasirdan yapilmis biiyiik sapkalari 
géze carpiyor. Tina fotografi biiyiik ihtimalle, 1926'daki 1 Mayis yiiritytisii sirasinda” 
(Hooks, 2008:149) ¢ekmisti. Tina, “estetik ve politika arasinda bir denge tutturmaya 
calisiyor, ¢ektigi karelerin bu iki unsura da incelikle yer vermesine 6zen gésteriyordu” 
(Hacking, 2015:243). Biiyiik bir béliimii birbirlerini tekrar eden kéylilerin sapkalartyla 
kapli bu fotografta séz konusu dengeyi goérmek olanaklidir. Fotografta ileriye dogru 
yurtiyen kéyliler gériilmekte ve sapkalardan “bir kism: flu bir gériintiiye sahip. Bu da 
fotografa hareket duygusu katiyor ve devasa bir kitlenin yiriiyiise ge¢tigini vurguluyor. 
Modotti, enstantane degerini diisiirerek kitlenin ileri dogru hareketini flu bir sekilde 
betimlemeye calismis” (Hacking, 2015:243). Kéylilerin her biri, birey olarak gériilmekle 
birlikte, fotograf, onlan, daha cok gériinitis ve diisiinme bic¢imi olarak birbirine benzeyen 
biiyiik bir biitiiniin parcgas: olarak gostermektedir. “Bu da birlik ve dayanisma duygusu 
yaratiyor. Isciler kolektif haklar1 icin miicadele ettiZinden, fotografta bireyselliZe yer 
yok” (Hacking, 2015:243). Fotografta Meksika kiltiiriine ait sombrero adi verilen 
sapkalarin yer almasi, Modotti’nin bu konudaki duyarli yaklasiminin géstergesi olarak 
goriilebilir. Isci Gecit Téreni, “Modotti'nin fotoZraf pratiginde, politika ve sanati 
birlestirme tutkusunu fark ettigi yeni bir asamanin baslangicim isaret eder” (Lowe, 
1996:141). Giller’de oldugu gibi, bu fotografta da imge kenarlardan kesildigi igin devam 
ediyor izlenimi vermektedir. Modotti’nin cergeve icginde kalan boslugu olabildigince 
doldurmaya g¢aligmasi, fotografin icerigi ile de iliskilidir. “Fotograf, politik degisiklik 
yapma giiciintin kaynaginin k6yliilerde oldugunu G6ne siiren birlik mesajini aktarryor” 
(Lowe, 1996:142). 


Tina ve Weston, Meksika’ya yerlestikten sonra, Weston’in a¢tigi sergiler araciligiyla 
sanat diinyasinin 6nde gelen isimlerinin yer aldigi bir grupla tanistilar. Bu, aralarinda 
“Jean Charlot, Roberto Montenegro, Best-Maugard, Nahui Olin ile Miguel ve Rosa 
Covarrubias adli ressamlarin, yazar Anita Brenner’in Meksika Adetleri’nin editérii 
Frances Toor’un ve tabii ki bityitik duvar ressamlari Orozco, Siqueiros ve Rivera’nin” 
(Herrera, 2018:95) oldugu bir gruptu. Modotti, "duvar resmi hareketinin ¢esitli tiyeleriyle 
gtiglii baglantilar kurdu. Rivera ve Orozco'nun duvar resimlerini fotografladi” (Giese, 
“vd”. 1995:3). Rivera ile tanistiktan sonra onun “Chapingo duvar resimleri i¢in modellik 
yapti” (Giese, “vd”. 1995:4). Sanatsal anlamda ilerleme kaydeden Modotti’nin 
“fotosrafcilig1 neredeyse Weston'inki kadar dikkat ¢ekmeye baslamisti. Yeni baskilarii, 
Weston, Rivera, Charlot ve digerleriyle birlikte, 7 Ekim'de acilan ve karisik-tekniklere 
yer verilen bir sergide, Galeria Arte de Moderno'da sergiledi” (Hooks, 2008:157). 
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Gorsel 8: Tina Modotti. Olla’h Kadin. 1926. 
https://brigadatinamodotti.org/pagina-ejemplo/ 


Fotografta (Gorsel 8), yiizii gériilmeyen bir kadin, olla adi verilen kulpsuz bir kiiple su 
tasiyor. Olla, fotografta 6nemli bir alan kapliyor ve kadin, uzun zamandir yaptyor gibi 
gértindiigii bu isi ustalik ve zarafetle yerine getiriyor. Fotografta, ayni anda hem hareket 
hem de duraganlik goriiliiyor. Olla, 


Meksika ulusunu temsil edebilir, bu kadinin sirtinda giivencesiz ama giivenli bir 
sekilde dengelenmis modern bir diinyada kadinin kimligi olabilir. Yine de 
Modotti'ye gére gériinti, olla'nin ne kadar g6z kamastirici goriindiigii ve onu 
tasryan bu kadinin ne kadar yetenekli ve rahat olduguyla ilgili gibi gériintiyor 
(Morgan, 2012:136). 


Meksika halk1 icin, fotograf ¢ekmenin yaninda politik olarak da bir seyler yapmak isteyen 
Modotti, “1927'de sanatin sosyal ve politik degisimin kataliz6rii olabilecegine inanarak, 
(...) birgok Meksikali arkadas1 ve meslektasinin da bulundugu Komiinist Parti'ye” 
(Frigeri, 2019) katildi. Bu siire¢, onun yasaminda ve sanatinda 6nemli degisikliklere yol 
acti. Neredeyse fotograf kariyerinin zirvesinde oldugu bir dénemde “sanatin1 devrimci 
siyasetin hizmetine sunarak, fotograf makinesini toplumsal adaletsizligi, is¢ileri, styasal 
toplantilar1 g6ériintilemek i¢gin kullandi” (Hooks, 2008:171). Bu dénemdeki 6nemli 
fotograflarindan bazilari “protesto veya el emegiyle ugrasan campesinos (k6ylii ciftciler) 
ve obrerolari (isciler) igerir. Ona gére isci imgeleri hem halkin insanligini hem de 
Komiinist hareketin kalbini ifade ediyordu” (Lowe, 2006:1066). 
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Gorsel 9: Tina Modotti. Hands Resting on Tool. 1927. 
https://brigadatinamodotti.org/pagina-ejemplo/ 


“Modotti'nin Eller serisi, estetigi, kendi deyimiyle “toplumsal tiretim’in devrimci bir araci 
olarak kullanma niyetini somutlastirryor” (Morgan, 2012:122). Bir imge olarak eller, 
“uzun zamandir tiim diinyada is¢i hareketlerinin bir simgesi olmustur. Siyah gti¢ 
yumrugundan kadin semboliiniin igindeki sikili yumruga kadar, el -izmlerin 
baskisindan kurtulmanin bir simgesidir’ (Morgan, 2012:123). Fotografin (Gérsel 9) 
cekildigi dénem igin daha da belirgin olan bir 6zellik de ellerin, “bir irk1 haykirmas1 kadar 
gézle goriiliir ve eksiksiz bir sekilde sinifin dogrudan bir géstergesi haline” (Morgan, 
2012:123) gelmis olmasidir. Fotografta, bir iscinin sagdan ve soldan birlesen ellerinin 
altinda asagrya dogru giden —neredeyse viicudunun bir pargasi gibi gériinen- bir ktiregin 
sapinin ucu gortintiyor. Bir ‘T’ harfini andiran eller ve ktiregin sapinin arkasinda yalnizca 
isginin kiyafeti gériintiyor. Modotti, calismaya asina bu elleri bir stireligine dinlenirken 
fotograflamis. Onun “Meksikali emekg¢i insanlara karsi sempatik yaklasimi, yalnizca 
fotograflarin nasil gériindtigiinti degil, degisecek olan yeni bir etnik/sosyal bilincin 
embriyonik uyanisinin bir parcasi olarak gorilebilir” (Hirsch, 2017:286). 


Komiinist Parti’ye tiye olan Tina’nin “siyasal faaliyetlerin kayitlara gecirilmesi” (Hooks, 
2008:173) gibi gérevleri bulunmaktaydi ve “genellikle Xalapa'nin rutubetli Veracruz 
kentinde ger¢eklestirilen ciddi kongre toplantilarina katilan tek kadin oydu” (Hooks, 
2008:173). Fakat yalnizca s6z konusu gérevleri yapmakla yetinmiyor, kendi sanatsal 
egilimi dogrultusunda fotograflar da cekiyordu. “1927'de natiirmorta d6énditi ve bir dizi 
‘devrimci ikonlar’, bir gitar, bir fiseklik, kuru bir misir basag1 ve bir oraktan” (Lowe, 
2006:1066) diizenlemeler yapti. Kimi zaman bunlara Meksika Devrimi’ni simgeleyen 
sombrero gibi baska objeler de ekledi. Propaganda posterlerini animsatan bu fotograflar 
hakkinda Hirsch (2017:286) “Ne yazik ki, (...) Cekig ve Orak ile Meksika Sombrero’su 
(1927) ve sanati propagandayla birlestirmeye calisan Fiseklik, Misir, Orak (1927) gibi 
calismalarinin vaaz veren kliselere d6ntismesine neden oldu” (Hirsch, 2017:286) ifadesini 
kullanmaktadir. 
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Gorsel 10- Tina Modotti. Figeklik, Misir, Gitar. 1927. 
http://www.masters-of-photography.com/M/modotti/modotti_bandolier_full.html 
G6rsel 11: Tina Modotti. Fiseklik, Misir, Orak. 1927. 
https://brigadatinamodotti.org/pagina-ejemplo/ 

GOorsel 12: Tina Modotti. Ceki¢ ve Orak ile Meksika Sombrerosu. 1927. 
https://oscarenfotos.com/2014/02/16/galeria-tina-modotti/#jp-carousel-23970 


Meksika'yi1 ve halkini cok seven Tina, “kendisiyle réportaj yapan yerel gazete 
muhabirlerine (...) Meksika'da kendimi Meksikali gibi hissediyorum’” (Hooks, 
2008:110) diye yanit verdi. Bunun dogal bir sonucu olarak, fotograflarinda, Meksika ve 
insanlarina odaklanmisti. Tina, Meksika’da kaldig1 zaman boyunca tilkenin “derinlerine 
kadar girmeyi bildi. Fotograflar, giindelik siradan seylere ve burada elleriyle ¢calisan 
siradan insanlara bir dev aynasi sundu” (Galeano, 2020:99). Onun icin “gergek¢i 
belgeleme, Meksika'y1, onun miicadelelerini, halklarin1 ve ikisinin iliskisini temsil 
etmenin 6ziindeydi” (Morgan, 2012:8). 


Edward Sullivan’in Women in Mexico adli galismasinda (Giese, “vd”. 1995’ te belirtildigi 
tizere) “Italya doSumlu olmasina ragmen, Modotti ‘Meksika'daki ilk kadin fotograf¢1’ 
olarak tanimlanmaktadir.” Hooks (2008:157) bu ifadeyi destekler nitelikte, Tina’nin 
“Meksika'da fotograflari (...) birer sanat eseri olarak gorilen ilk fotografgilardan” 
oldugunu belirtmektedir. Fotograf kartyeri etkin olarak Meksika’ya geldigi 1923’te 
baslayip, sinir disi edildigi 1930’a kadar stiren Modotti, “tilkede Modernist bir fotograf 
estetigini baslatan bir caligsma grubu tretti. Savaslar arasinda Meksika'ya seyahat eden ve 
Meksika R6nesansi’nin gelismesine katkida bulunan bir dizi sanatgi ve entelektiiel 
gdcmenden biriydi” (Lowe, 2006:1065). Tina’nin Maksika’ya geldigi giinlerde, dénemin 
milli egitim bakan1 Jose Vasconcelos, “kitlelerin egitilmesi gerektigine ve sanatin en 
yuksek kurtulus yolu olduguna inantyordu (...). Modotti, ruhunun gercek evini 
buldugunu hissederek bu ugsuz bucaksiz entelektiiellik, ktiresel diyaloglar ve politik ve 
sanatsal rénesans anina adim atti” (Morgan, 2012:101). 
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Gorsel 13: Tina Modotti. El Machete'yi Okuyan Meksikali K6éyliiler. 1928. 
https://oscarenfotos.com/2014/03/29/tina-modotti-leyendo-la-leyenda/tina-modotti-fotografias-2/ 


El Machete'yi Okuyan Meksikali K6yliiler'de (Gorsel 13), birlikte bir gazeteyi okuyan 
k6yliiler gériilityor. Modotti, yanlarinda degil, onlara bir “balkonun tizerinden bakiyor, o 
kadar yukaridan gérebildigi tek sey sapkalarinin tistleri, yiizleri g6lgelenmis ve kenarlar 
tarafindan yutulmus. Odak noktasi, onlarin k6ylii olduklari, erkek olduklari ve toplu 
olarak bu politik gazeteyi okuduklan sinif ve cinsiyet anlatisidir” (Morgan, 2012:128). 
Bu fotograf, “Devrim'in, ¢ogu Kizilderili olan alt siniflar ve isci siniflar igin evrensel 
okuryazarlik vaadinin hentiz yerine getirilmediginin giiclii bir uyaristydi” (Lowe, 
2006:1066). 


Modotti, Meksika’daki kiltiirel ve politik stire¢lerin iginde aktif bir sekilde rol ald. 
“Mexican Folkways dergisinde bas fotograf¢1 olan Modotti, 1927’de editér oldu” (Giese, 
“vd”. 1995:4). Tina, “1929'un ilk aylariyla birlikte uluslararasi diizeyde bir fotograf¢1 
olarak kabul edilmeye baslandi. Fotograflari (...) transition'da yayinlandi. Ayni ay 
Creative Art'da, Carleton Beals'in, Tina'nin fotograflarin1 Weston'inkilerden 'daha soyut, 
daha entelektiiel, daha hafif ve duygulu' olarak niteledigi bir elestiri yazisi ¢ikt1” (Hooks, 
2008:217,218). Modotti’nin fotograflan, “Aralik 1929'da (...) iyi karsilanan bir kisisel 
sergide sergilendi” (Lowe, 2006:1066). 
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Gorsel 14: Tina Modotti. Kuklacinin Elleri. 1929. 
https://collections.artsmia.org/art/3366/hands-of-the-puppeteer-tina-modotti 


Modotti'nin Eller serisinin “derinligi ve aliciligi, izleyicilerin nasirlar, kirigikliklari, kirle 
kapli tirnaklari inceleyerek fotograflanan erkeklerin isleriyle ilgilenmelerini saglar” 
(Morgan, 2012:124). Modotti’nin bu fotograflarinda, bedenlerin geri kalan bélimleri ama 
daha da 6nemlisi yiizleri gdsterilmez. Modotti, ssylemek istediklerini nasil s6yleyecegine 
6zen géstererek, yakin ¢ekimle, bedenin en uygun boliimiint almistir. Modotti’nin 
Kuklaci'nin Elleri (Gorsel 14), 


doga, emek ve estetik iligkisi ve hatta cinsiyet estetiginin baslangiglari tizerine 
yaptig1 en derin portrelerden biridir. Buradaki birey, kendi emeginin aletine 
dolanmis bir kuklaci oldugu icgin, kelimenin tam anlamiyla emegine baglidir. Bir 
birey olarak aginda yalnizdir, ancak bir goriintii ve metin olarak onun temsili, onu 
baglayan seyden kurtulmak i¢in kolektif bir miicadelenin pargasi haline gelir 
(Morgan, 2012:125,126). 


Kuklacinin Elleri, “yukaridan kontrol edilen kukla, y6netenler ve y6netilenler arasindaki 
asimetrik gti¢ iliskileri i¢in bir metafor, Meksika'daki mevcut sosyal ve politik kosullar 
ve o sirada Meksika'nin Amerika Birlesik Devletleri ile iliskisi tizerine algisal bir 
yorumdur” (Lowe, 1996:192). 


IN 
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Gorsel 15: Tina Modotti. Jecapixtle Su Kabagi Tastyan Kadin, Tehuantepec, 1929. 
https://brigadatinamodotti.org/pagina-ejemplo/ 


Jecapixtle Su Kabagi Tasiyan Kadin, Tehuantepec (Gorsel 15), Modotti’nin calisan 
kadinlari, 6zellikle onlarin kollari ve ellerini 6n plana cikardigi fotograflardan biridir. 
Modotti, Isci Gecit Téreni ve El Machete'yi Okuyan Meksikali K6yliiler fotograflarini 
yukaridan ¢ekerken bu fotografi biraz asagidan ¢ekerek kadinin durusunu daha anitsal 
hale getirmistir. Bununla birlikte, bu fotografta ilk fotograflarindan farkli olarak duragan 
olan degil, eylem halinde olan ele alinmis. Bu hareketlilik, kadinin kiyafetindeki ve su 
kabagindaki desenlerde de goriilmekte. Bu, “Modotti'nin gérmemize izin verdigi birka¢g 
dogrudan portreden biridir ve bu durumda, goriintiiniin keskinligi onun kisisel portresinde 
ve ona eslik eden mitolojiklestirmede degil, kadinin kivrik kolunda, uzamis boynunda, 
emeginin dengeleyici hareketinde ve su kabagi ile giysisi arasindaki desen ve doku 
etkilesimindedir” (Morgan, 2012:134). 
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Gorsel 16: Tina Modotti. Anne ve Cocuk, Tehuantepec. 1929. 
https://brigadatinamodotti.org/pagina-ejemplo/ 


Anne ve Cocuk, Tehuantepec (Gorsel 16), Modotti'nin yiizleri gdstermedigi figiirlerden 
olusan bir baska fotografidir. Anne, yine bir isle mesgul olmaktadir. Bunu daha da 
vurgulayan, cocugun hareketiyle yer yer zitliklar olusturan kadinin kolunun hareketidir. 
“Annenin karni burnunda olmasi, ¢iplak cocuk tarafindan tyice gizlendigi i¢in gériintiide 
neredeyse sonradan fark edilir; ancak, goriintii onsuz ayni degildir. Bu kismen yuvarlak 
gdbegin estetiginden ama daha da 6nemlisi politikasindan kaynaklantyor” (Morgan, 
2012:130,131). Modotti'nin fotograflarinda erkeklerin ve kadinlarin gésterilme bigimi 
birbirine benzemez. En 6nemli fark, “erkeklerin genellikle bir arada, gruplar halinde ve 
edebi veya politik bir eylemle mesgul olmalaridir; kadinlar ise genellikle yalniz veya 
yalnizca bir gocukla, yani kadinlikla esanlamli hale gelen annelikleriyle fotograflanir” 
(Morgan, 2012:128). Modotti, Tehuantepec fotograflarinda “kadinlarin  giinliik 
yasamlarina ve etkinliklerine odaklandi. (...) Bu nedenle, bu dizide ¢ocuk biiyiiten 
kadinlarin, sosyallesen ve giinlik gérevleri ve zevkleri paylasan kadinlarin, gen¢ 
kadinlarin ve yasli kadinlarin, annelerin, kiz kardeslerin, arkadaslarin ve yoldaslarin 
goriintilerini buluyoruz” (Verdicchio, 2011:167). 


Meksika’dan Ayrilis 


Sevgilisi, Julio Antonio Mella'nin 1929’da “6ldiiriilmesi ve Tina'nin aklanmadan 6nce 
(...) yasadiklan, diinyayi algilayisim, bu diinyadaki yeri ve roliinii geri déniisstiz bi¢imde 
degistirdi. (...) Daha 6nce kendini bir amaca adamis bir fotograf¢1 olan Tina, artik son 
derece kisisel misyona sahip bir devrimciydi” (Hooks, 2008:216). Modotti’nin 1929’da 
cektigi Tehuantepec fotograflan, kariyerinin son calismalaridir. Sonrasinda, politikaya 
daha fazla zaman ayirmak igin, ya da sanata olan inanci zayifladigindan fotograf¢iligi 
birakan Modotti gsunlari sdylemistir: “Hayati mizacim ve ihtiyaclarima gore 
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sekillendirmek icin siirekli miicadele ediyorum — Baska bir deyisle, hayatima cok fazla 
sanat koydum — ¢ok fazla enerji - ve sonug olarak sanata verecek pek bir seyim kalmadi” 
(Stark, 1986:30). 


Tina Modotti, “1930'da Baskan Rubio'ya suikast diizenlemekle su¢landi, polis tarafindan 
tutukland: ve ardindan onu tlkeden sinir digi edene kadar ‘devlet diismani’ olarak 
karantinaya alindi. Ona Meksika'yi terk etmesi igin iki giin verildi” (Morgan, 
2012:101,102). Modotti’nin ayrilisi, Meksika’ya gelisiyle baslayan fotograf kariyerinin 
de sonu olmustur. Meksika’dan “Berlin’e ve Sovyetler Birligi’ne giderek Komiinist 
Parti’nin gizli ‘kurtarma misyonlari’nda alist” (Manguel, 2019:108). Tina, 
Moskova’dayken kendisine “Sovyet Komiinist Partisi'nin resmi fotograf¢iligi Gnerilmis, 
fakat o bu Gneriyi geri ¢evirmisti. Tina (...) ¢alismalarmin sadece bir propaganda aracina 
indirgenmesini” (Hooks, 2008:269) istememisti. I¢ savasin yaklastig1 giinlerde, 
“1936’da, Ispanya’ya yola cikti, burada Cumbhuriyetcilere yardim etti” (Manguel, 
2019:108). Neruda’nin (1990:240) belirttigine gore, parti biinyesi altinda “biirolari 
suptirmek, en uzak semtlere yaya gitmek, biitiin gece mektuplar yazmak, ya da makaleler 
cevirmek gibi” kimsenin yapmak istemedigi islerle hep Modotti ilgilenirdi. Tina Modotti, 
1939’da Ispanya’da i¢ savasin bitmesinden sonra ““Meksika’ya geri d6nebildi. Burada 46 
yasinda hayatini kaybetti” (Hacking, 2015, s.243). Mezarinin tizerinde, Pablo Neruda’nin 
onun anisina yazdig1 bir siiri bulunmaktadir. 


Sonuc¢ 


Modotti’nin Italya’da baslayan yasami, bir gécmen, terzi, oyuncu, model, aktris, 
fotografci ve devrimci olarak devam etti ve Meksika’da sona erdi. “Efsanevi hayati ve 
ask iliskileri, erken 6liimiti ve baslangicta biiyiik usta Edward Weston'1n gélgesinde kalan 
fotografcilik kariyeri, Modotti'yi uzun yillar yirminci yiizyil fotograf¢iliginda yeterince 
taninmayan bir figiir haline getirdi” (Lowe, 2006:1065). Kadin sanatgilar hakkinda 
yapilan cgaligmalarin artmastyla birlikte, pek gok kadin sanatgi gibi Modotti de sanat 
tarihinde kendisine yer bulabildi. Tina Modotti, yalnizca 1920711 yillarin devrim sonrasi 
Meksika’s1 hakkinda gorsel belgeler tiretmemis, ayni zamanda Meksika fotograf¢ilig1 igin 
bir 6ncii gérevi de tistlenmistir. “Modotti'nin gergek¢i ve belgesel bir fotografci olarak 
gticii, yalnizca 6zenle aydinlattigi1 ayrintilarda degil, ayni zamanda duyusal deneyim 
yoluyla goértintiiye kaydettigi anlatidan da kaynaklanir” (Morgan, 2012:124). 


Meksika’ya gidisiyle birlikte hem politik olarak hem de sanatsal olarak belirli bir gizgide 
ilerleyen “Modotti’nin fotograflar1, Meksika kiiltiriine dair bir duyarliligi barindirmanin 
yani sira onun siyasi diisiincelerinin gegirdigi evrimi de” (Hacking, 2015:243) yansitir. 
Modotti, “hem sanatsal anlayista hem de politik amaclarda kameranin islevinde ve 
amacinda devrim yaratan kendi is¢i sinifi ve feminist estetigini” (Morgan, 2012:99) 
yaratmistir. Modotti, “realist ve belgesel fotografgiligin diinyanin toplumsal gergekligini 
degistirmenin tek ve devrimci araci oldugunda israr etti. Ancak, Komiinist Parti hayatinin 
anlamini tiikettiginde, sanattan vazge¢ti ve bunun yerine ‘davaya hizmet etmesi’ 
gerektigini savundu” (Morgan, 2012:99). 
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Modotti'nin fotograf gekmeyi birakmasi, onun “fotograf¢ilik tizerindeki felsefi veya 
devrimci etkisini yadsimaz. Oznelerini, giinliik yasamlarin1 ve modern bir Meksika 
kimligini birlikte insa etmelerini benimseme sekli azalmaz. Tina Modotti, isc¢i sinifi ve 
yerli kadin ve erkekleri betimlerken, biitiin bir tilkeye ve onun kendi felsefesine kars1” 
(Morgan, 2012:137) ¢ikmistir. Fotograf cekmeye devam etseydi, parti tarafindan sanatini 
da devrime adamasi istegiyle karsi karsiya kalacakti. Oysa “dava icin feda etmek 
istemedigi tek sey, en st noktadaki sanatsal standartlartyd1. (...) Devrime ‘katildiginda’ 
estetikten vazgecmesi gerektigini bilecek kadar akillrydi. [Ancak] ihlal etmeye génliiniin 
razi gelmedigi tek sey de estetik duyarliligrydi” (Hooks, 2008:270). 
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Ozet 


Zeka, bireyin yeni bilgileri elde edip uygulayarak sonuclandirma kapasitesi olarak tanimlanabilir. 
Resim yapma etkinligi ise, gocuklarin hem zihinsel gelisimlerinde hem de yaraticiliklarmda ¢ok 
6nemli bir yer tutar. Bununla birlikte, sanat ile zeka arasinda dogrudan Slciilebilen anlamli bir 
iliskinin kurulmasi olduk¢a karmasik bir stirecken, sanat ile yaraticilik arasinda dogal bir bag 
oldugu goriisti hakimdir. Ancak yapilan arastirmalar sanat ile yaraticilik arasindaki iliskinin de 
oldukga girift oldugunu géstermektedir. Nitekim bireyde zeka diizeyi belli bir esigin tizerine 
ciktiginda bu durum yaraticilig1 olumlu yénde etkilemedigi gézlemlenmistir. Buna ragmen, sanat 
ile zeka arasmdaki iliskinin genellikle yaraticilikla kurulan bag tizerinden temellendirildigi 
gortilmektedir. Bu durumda, sanat ile zeka arasindaki iliskiyi acgiklamak icin bireyin erken 
yaslarinda dogal bir yaraticilikla sergiledigi ¢izim-resimlerin 6nemli bir yol géstericiligi olacag1 
ileri siirtilebilir. Bu calismanin amaci, gocuk ¢cizim-resimleri ile zeka arasinda kurulan bag 
incelenerek, zeka 6lciimtinde cocuk ¢izim-resimlerinin kullanim alan ve sinirliliklarini ortaya 
koyabilmektir. Bu amacla, arastirma sorusu sdyle belirlenmistir: “Cocuk ¢izim-resimleri 
odaginda sanat ve zeka iliskisi nasildir?” Bu arastirma nitel arastirma yOnteminde dokiiman analiz 
deseninde gerceklestirilmistir. Calisma konusuna iliskin alan yazin taramasi yapilmis ve ulasilan 
kaynaklar arastirma sorusu dogrultusunda analiz edilmistir. Verilerin incelenmesinde icerik 
analizi kullanilmistir. Arastirmadan elde edilen bulgulara goére, hali hazirda kullanilan ¢gizim- 
resim ve sekil odakh zeka dlctimleri, cocugun yas, cizgisel gelisim, somut-soyut diisiinme gec¢is 
evreleri ve testin uygulama noktasindaki zorluklar acisindan degerlendirildiginde sonuclarin 
nesnelliginin tartisilabilir oldugu yargisma varilmistir. Bu sonug dikkate alinarak, cocuklarin zeka 
diizeyinin belirlenmesi kaygidan uzak, salt sekle dayali olmayan testlerle, yas araliklan, cizgisel 
gelisim ve diistinme evreleri dikkate alinarak yapilmasi Onerilmistir. Bu 6neri dogrultusunda, 
cocuklarin yaptiklar1 ¢izim ve resimlerin bilissel ve sanatsal yénden incelenerek, onlarin 
yaraticilik ve zeka potansiyellerini belirlemede bir veri olarak kullanilabilecegi dolayistyla, ilgili 
alan yazinda bu yénde kuramsal arastirmalara ihtiyag oldugu vurgulanmistir. 


Anahtar Kelimeler: cocugun cizgisel gelisimi, sanat, zeka, yaraticilik 
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An Investigation on the Relationship Between Art and 
Intelligence in the Focus of Children's Drawing and 
Paintings 


Assoc. Prof. Kani ULGER 


Abstract 


Intelligence is capacity to conclude by acquiring and applying new knowledge. On the other hand, 
a painting activity is very important that takes place in the mental development and creativity 
skills of children. However, there is a central view that there is an easier link between art and 
creativity, while establishing a directly measurable meaningful link between art and intelligence 
is very complex process. Meanwhile, previous studies show that the relationship between art and 
creativity is quite complicated, as well. In fact, previous studies observed that when the 
intelligence level of the individuals rise above a certain level, this situation does not affect 
creativity of them positively. Despite this situation, there has still general view that the 
relationship between art and intelligence is based on the link established with creativity. In this 
case, the present study argued that the paintings in early ages of the children through exhibited 
natural creativity would be an important indicator to explain the relationship between art and 
intelligence. The purpose of this study is to examine the connection between children's drawings 
and intelligence, and to reveal the scope and limitations of children's drawings in the measurement 
of intelligence. With this aim, the research question was determined as follows: "How is the 
relationship between art and intelligence in the focus of children's drawing-paintings?" This study 
carried out in the document analysis design in the qualitative research method, and reviewed the 
literature on the research topic and analyzed the sources in line with the research question. This 
study used content analysis in the analysis of obtained data to answer the research question. 
According to the findings, this study concluded that objectivity of current measurement results is 
debatable in especially focus of the used drawing-painting and shape-oriented intelligence tests 
unless considering of the child's age, drawing developmental stages, concrete-abstract thinking 
transition stages and the application. Consequently, this study suggested considering anxiety-free 
environment, not purely shape-based, age ranges, drawing developmental stages and thinking 
stages to measure of the children's intelligence. At this point, there is a need for theoretical studies 
to determine the creativity and intelligence potential of children by examining the drawings and 
paintings made by them in terms of cognitive and artistic aspects. 


Keywords: children's drawing developmental stages, art, intelligence, creativity 


1. Giris 


Ik cag filozoflarmndan Platon’a gére sanat goriiniir diinyay1 yansitir (San, 2003) yani, 
gértintr gercekligi yansitir. Aristo ise, gériintir bir nesnenin iyi yansitilabilmesi icgin, o 
nesnenin ¢ok iyi incelenip tim somutluguyla algilanmasi gerektigini sdyler. Aristo’ya 
gére bu durum, sanatsal yaratmanin bir kosuludur (San, 2004). Ering (1998) sanat ve 
yaraticilik arasinda kurulan bagi, bigim-formu hogsa giden diizenlemeler iginde sunmak 
olarak aciklamaktadir. Bu noktada, sanat igin yaraticilik kavraminin karsilig1 hem 
gortintr gercekligi yansitmada dogruluk hem de estetik baglamda diizenleme ile 
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olusturulan estetik bir sunum, eser oldugu anlasilmaktadir. Gorintir diinyay1 yansitma 
olarak kendini belli eden sanat daha sonralari bu goriiniirliigii sanatginin estetik anlayisina 
gore, idealize edilen kurgular yoluyla yeni diizenlemeler bigiminde kendini géstermis ve 
yaraticilik dedigimiz kavram da bu noktada bir farklilik olarak ortaya cikmistir. Sanatta 
yaraticilik, bu asamadan sonra esere farklilik vererek, deger katmasiyla aranir ve 
vazgecilmez bir 6zellik olmus hatta sanat eseri adlandirmasini belirleyen en 6nemli 
dlciitlerden biri haline gelmistir. Dolayisiyla, sanatin kusaktan kusaga aktarilmasindaki 
ortak payda olarak yaraticilig1 gésterebiliriz. 


Bu baglamda resim sanatinda yaraticiligi, bilindik bir izlege yadsinamayacak bicimde 
yeni, farkli ama ayni zamanda estetik bir sey eklemek olarak ifade edebiliriz. Bu tiir bir 
durum eserde var olduktan sonra, digerlerinden ayirt edilebilir olmakta ve bu da farkliligi 
ortaya ¢ikarmaktadir. Dolayistyla, yaraticilik sunumda ortaya cikan farklilik ya da yenilik 
sonrasi eski izlege goniillii bir dénitisiin olmayacagi yeni bir alan olarak tanimlanabilir. 
Hetland, Winner, Veenema ve Sheridan (2007) egitim acisindan konuya yaklastiginda, 
6grencilere farkli teknik ve malzemelerle kendilerini ifade etme firsati verildiginde, 
cocuklarin fark yollar arastirarak kesfetme duygusunu deneyimlediklerini, bu durumun 
yaraticilik icin firsatlar sundugunu belirtmektedir. Bu asamada, sanat ile yaraticilik 
arasinda yenilik ve farklilik noktasinda kurulan bir bagdan s6z edilebilir. 


Diger yandan, sanatta yaraticiliktan baska zekaé unsurunun da sanat eseri tiretiminde 
roliintin sorgulandigi bir alan da s6z konusudur. Donald Olding Hebb’e gore, zeka 
sézcugiintin iki anlami vardir. Bunlardan ilki saglikli bir beyin ve metabolizmaya sahip 
olmaktir. [kincisi ise, ortalama diizeyde bir anlama kapasitesi olarak ifade edilmistir 
(Kellogg, 1970). Zeka, biiyiik dlciide tanimaya, hatirlamaya ve yeniden uygulamaya 
dayali bir durumdur. Zeka, etkili bir sekilde gergekler hakkinda 6nemli, yeni bilgilerin 
edinilmesini, hafizanin igerige erisim hizini, sorulara en iyi cevab1 bulmadaki dogruluk 
ve mantiksal uygulamayi gerektiren (Cropley, 2001) bir dizi iskemden meydana gelir. 
Bilgi ile zeka bu bakimdan yakindan iliskilidir ve yiiksek bir IQ (zeka puan1) icin 
vazgecilmezdir (Cropley, 2001). Diger yandan zeka ayni zamanda benligi cevreye adapte 
etme yetenegidir (Sternberg, 1997’den aktaran: Batey & Furnham, 2006). Bu tanimlar 
cercevesinde, zekd cgevreye uyarak, yeni bilgileri uygulama baglaminda ele alma ve 
sonu¢landirma kapasitesi olarak degerlendirilebilir. 


Zeka tanimlarina yaraticilik yOniinden bakildiginda ise, yeni bilgilerin uygulanmasinda 
elde edilen sonucun ¢gevreyle uyumlu ve ayni zamanda ise yarar olmasi gerektigi 
anlasilmaktadir. Bu durum kendini erken ¢ocukluk evresinde gériilen resim yapma 
etkinligiyle gosterdigi ileri stirtilebilir. Cocuk resim yapma etkinliginde cevreden elde 
ettigi bilgi ile dogustan gelen bilgiyi uyumlayarak kagit tizerine uygular. Boylece ¢ocuk, 
hem yaraticilik baglaminda yeni bir sey ortaya koymaya galisir hem de zeka acisindan bu 
yolla ¢evresiyle iletisime gecerek bir uyum arar. Cocuk i¢in ¢izim-resim yapma 
yaraticiligini ve zekasini ise yarar bicgimde kullanmasina firsat veren bir etkinlik olur. 
Dolayistyla, bireyin erken yaslarda deneyimledigi ¢izim-resim yapmasini, onun 
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yaraticiligina ve zekasina dayali kendiliginden dogal yolla ortaya cikan, gelisen ve ise 
yarayan sanatsal bir etkinlik olarak niteleyebiliriz. 


1.1. Sanat ve Zeka 


Kellogg (1970), sanatin ¢ocuklarin zihinsel gelisimlerinde ¢ok 6nemli bir yer tuttugSunu 
belirtmektedir. Buna ragmen, sanat ile zeka arasinda dogrudan Olciilebilen anlamli bir 
bagin kurulmasinin oldukca karmasik bir stire¢ oldugu ileri stiriilebilir. Bu durumu 
Ormond (2011) resim sanati a¢isindan ele alarak, bir sanat trtinti degerlendirmede gérsel 
analizin gerekli oldugunu belirtmektedir. Cocuk cizim-resimleri a¢gisindan Kellogg 
(1970) ise, sanat ile zeka arasinda kurulan bagin genellikle cocuk resimleri tizerinden ele 
alindigini belirtmektedir. Kellogg (1970) sanat ile zeka arasinda kurulan bagi daha ¢ok 
psikolog ve egitimcilerin gocugun yaptiklari resimlerde onlarin zihinsel kapasitelerini 
yansittigi dtisiincesinden kaynaklandigini ileri stirmektedir. Kellogg’a (1970) gore, 
zekanin farkli yonleri oldugu icin sadece resim gibi bir etkinlik tizerinden zekanin 
dlgiimiin saglikli olmayacagi dolayisiyla, zeka dogrudan Glciilmelidir. Zira ona gore, 
cocuk g¢izim-resimlerini zeka baglaminda dogrudan degerlendirmenin kuramsal 
¢ikarimlara dayali temelleri heniiz olusmamuistir. Giintimtizde Kellogg’un bu savi gittikce 
artan bicimde bilim insanlari tarafindan kabul gérdiigii s6ylenebilir. Buna gore, sanat ile 
zeka arasindaki iliskinin do/ayli oldugu, dogrudan zeka kapasitesini yansitmadig1 ileri 
surtilebilir. Bu durumda, sanat ile zeka arasindaki dolayli iliskide yaraticilik unsurunun 
roliintin hangi diizeyde oldugu 6nem kazanmaktadir. 


1.2. Zeka ve Yaratiahk 


Yaraticilik ¢ok boyutlu bir kavram olmasindan dolayi, belirgin bir tanimlanmaya 
direnmis bir kavramdir. Bununla birlikte, yaraticilik kavrami birey-stireg-¢evre ve 
etkinlik olarak d6rt yaraticilik potansiyeli gergevesinde ele alinmaktadir. Yaraticilik birey 
acisindan ele alindiginda, bu siire¢ bir tirtinle sonu¢lanacagi ¢ikarsanabilir. Birey merkezli 
yaraticilik gériisii genellikle yaraticilig1 bireyin zekas1 veya kisisel niteliklerine gore 
degerlendirir. Bu durumda triinii tireten kisi olarak birey acisindan yaraticilik tanim1, 
trtintin i¢gerigi baglaminda yeni ve kullanislilik olarak ortaya cikmaktadir (Batey & 
Furnham, 2006). Her ne kadar arastirmacilar, zekanin temel 6zelligi olarak yeni zihinsel 
icerik yaratma yetenegi olarak (aktaran Kaufmann, 2003) vurgulasa da, bireyde zeka belli 
bir esigin tizerine ¢iktiginda, bu artisin yaraticilig1 arttirmadig1 g6zlemlenmistir (Cropley, 
2001). Bu baglamda Kaufmann (2003), yenilik kavraminin zeka ile kurdugu bagin, 
yaraticilik tanimindaki kargsiligindan anlamli bir sekilde farkli oldugunu ileri stirmektedir. 
Bu savi destekler bigimde, yapilan arastirmalar, bireyin zeka seviyesinin artmasinin 
(normalin ustii) yaraticiliga etkisinin olmadigini ortaya cikarmistir (Kim & VanTassel- 
Baska, 2010). Buna karsin, cok diistik diizeyde bir zeka ile tstiin yaratic1 bir davranis 
sergilenmesinin de beklenmemesi gerektigi bildirilmistir (Kirisoglu, 2002). Yapilan 
arastirmalarda zeka unsurunun yaraticilik puanlarini tahmin etmede anlamli bir degisken 
olmadigi ortaya konulmustur (Furnham & Bachtiar, 2008). Buna karsilik, ortanin 
tizerinde zeka puani olan 6grencilerin yaratici davranislarinda daha ¢ok tutarlilik ve uyum 
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oldugu da géze ¢arpmaktadir (Eisner, 1965’den aktaran Kirisoglu, 2002). Bu baglamda, 
Torrance (1967) zeka ile yaratici diisiinme 6lcegi sekilsel DT testleri arasinda iliski 
bulmustur (Batey & Furnham, 2006). Yapilan bazi arastirmalarda ise, yaraticilik ile zeka 
arasinda dtstk dtizeyde bir iliski saptanirken, bazi arastirmalarda anlamli bir iliski 
bulunamamistir (Batey, Furnham & Safiullina, 2010). Kim (2008), yiiksek yaraticiliga 
sahip 6grencilerin, yiiksek IQ'lu 6grencilere gore daha yaratici olduklarini bildirmektedir. 
Bu noktada Kaufmann (2003), yaraticiligin farkli sekillerde ve farkl iliskilerde kendini 
gdsterebilecegini belirterek, yaraticiligin yapisinin bir nevi zekanin yapistyla iliskili 
olabilecegini bildirmektedir. Ancak bu iliskinin diizeyinin yiiksek olmadigi yapilan 
arastirma sonuclarina dayanarak ileri siiriilebilir. Nitekim (Batey & Furnham, 2006) 
yaraticilikta zekanin payinin %10 civarinda oldugunu bulmustur. Bununla birlikte 
yaraticilik icin belli bir zeka diizeyinin olmas1 gerektigi de vurgulanmaktadir (Cropley, 
2001). Zira Wang, Wu ve Horng (1999) yaratici diisiinme yetenegini entelektiiel bir islev 
olarak degerlendirmekle beraber, yaraticiligin zeka tarafindan tanimlanan yeteneklerden 
farkli oldugunu dolayisiyla, akademik basari gibi genel zekaya iliskin ¢ikarsamalarin, 
bireyin yaratici potansiyeline dair higbir agiklamada bulunamayacagini bildirmektedir. 
Buna karsin, yapilan arastirmalarda akademik basarilari1 genel olarak yiiksek olan 
bireylerin hem yaratici hem de zeki olduklarin1 g6stermistir (aktaran Cropley, 2001). Bu 
durumu destekler bigimde, 1raksak diisiinme akicilik alt boyutunun zeka ile yiiksek iliskili 
oldugu bildirilmektedir (Batey, Furnham & Safiullina, 2010). Nitekim Runco (2014) 
zekanin yaraticilikta Gnemli bir rolii olabilecegini dolayistyla, yaraticilik ile zeka arasinda 
nasil bir iliski oldugu sorusunun cevaplanmasinin yaraticilik kuraminin olusturulmasinda 
6nemli bir yeri oldugunu ileri stirmektedir. Buna gore, zeka ile yaraticilik arasinda belli 
bir iliski diizeyinin oldugunu ancak, bu iliskinin farkli y6nlerinin olabilecegi ileri 
suriilebilir. Bu nedenle, ilgili alan yazinda sanat ile zeka arasindaki iliskinin genellikle 
yaraticilikla kurulan bag iizerinden temellendirildigi sdylenebilir. Zira Kim’e (2008) 
gore, bilimde icat etme ve sanatta da yaraticilik vardir ve Gnemlidir. Dolayisiyla, sanat ile 
zeka arasindaki iliskide yaraticilik unsurunun anahtar rolde oldugu ileri siirtilebilir. Buna 
gore, sanat ile zeka arasindaki iligkiyi acgiklamada bireyin erken yaslarinda dogal bir 
yaklasimla sergiledigi ¢izim-resimlerin ve bunlara iliskin sonuclarin 6nemli bir yol 
gostericiligi olacagi ileri stirtilebilir. Bu galismanin amaci, cocuk ¢izim-resimleri ile zeka 
arasinda kurulan bag incelenerek, zeka 6l¢iimtinde ¢ocuk ¢izim-resimlerinin kullanim 
alan ve sinirliliklarin’ ortaya koyabilmektir. Bu amagcla, arastirma sorusu sdyle 
belirlenmistir: “Cocuk ¢izim-resimleri odaginda sanat ve zeka arasindaki iliski nasildir?” 


2. Yontem 


Bu arastirma nitel arastirma y6nteminde dokiiman analiz deseninde ger¢eklestirilmis, 
arastirma konusuna iliskin alan yazin (Literatiir) taramasi yapilmistir. Buna gore, ilgili 
alan yazinda ¢ocuk gizimleri, sanat, zeka ve yaraticilik anahtar kelimeleriyle tarama 
yapilmis, ulasilan kaynaklar arastirma sorusu dogrultusunda incelenerek, veriler icerik 
analiziyle incelenmistir. Nitel arastirmalarda sonuclardan genelleme yapabilmek icin 
arastirmanin detay bilgi igermesi 6nemlidir (Christensen, Burke Johnson & Turner, 
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2015). Dolayistyla, ulasilan kaynaklarda detay bilgiye 6nem verilmis, bu yolla yapilan 
analizde nesnel sonuclara ulasilmasi amaclanmistir. 


2.1 Verilerin Analizi 


Bu galisma arastirma konusuyla ilgili kaynaklar i¢gerik analizi ile incelenmis, i¢erik 
analizinde kategorilestirme yoluyla veriler tasnif edilmistir. Icerik analizinde ilgili veri 
bu tiir bir kodlama yapularak diizenlenebilmektedir (aktaran Liu, Zhang & de Bont, 2022). 
Bu yolla, arastirma konusu kaynaklar detay bilgi noktasinda kapsayici olarak 
betimlenmis, her bir kategorideki kaynaklar incelenerek, galisma konusu dogrultusunda 
arastirma sorusu cevaplanmaya calisilmistir. 


3. Bulgular 


Simon ve Stokes (2015) basit ve karmasik gérsellerin 6grenci ¢izimlerine etkilerini 
arastirmis, ik6gretim 3 ve 5.sinif 6Srencilerin 1. Sinif 6Zrencilerine gore daha karmasik 
resimler ¢izdiklerini bulmustur. Bu sonucun, Dumontheil’in (2014) 10-13-17 yas 
araliklarinda tanimladig1 soyut diisiinme 6zelliginin dogrudan ¢evre ile iliskili olmadigini 
belirten gértisiince desteklendigi sdylenebilir. Bireyler erken yaslarda, 10-12 yas 
araligindan itibaren yavas yavas somut diisiinmeden soyut diisiinmeye gecer (Wu, Cheng, 
Ip & McBride-Chang, 2005). Soyut diisiinme evresinde cocuk, bir sekli parca-biitiin 
ekseninde algilayabilecegi bir ddneme girer. Nitekim arastirmacilar 5 ve 7 yas grubu 
kigtik yas cocuklarm parca-biitiin iliskisini bityiik yas ¢ocuklara_ kiyasla 
kavrayamadiklarint vurgulamislardir (Dogan & Kocyigit, 2015). Somut diisiinme 
evresinde ¢ocuklar, Piaget ve Inhelder’in (1971) belirttigi gibi, ilk algisal etkinliklerin 
sonucu ortaya cikan sema’ lar, cocuklarin gizimlerinde gériilen somut sekillerdir. Semalar 
somut diisiinmenin bir iiriinti olarak gocugun biitiinti algilamasindan tiretilerek, zihinde 
yeniden tanimlanip imgelere d6énistiiriiliir. Piaget ve Inhelder’e (1971) gére, imgeler 
beynin bir islevi, diisiince tirtinti olmakla birlikte, algi ile zekanin isbirligiyle gelisir. 
Dolayistyla, zekanin algi ile isbirliginden dogan somut imgesel sekiller (Piaget & 
Inhelder, 1971), gocugun ¢izim veya yaptigi resimlerde ortaya ¢ikabilir. Bu durum, 
cocugun c¢izim-resim yapma etkinligi ile zeka arasinda kurulacak baglantinin 
temellendigi dogal bir asama oldugu sdylenebilir. Buna gore, sekil odakli bir testin 
cocugun zekasin1 6lemede kullanimimin kuramsal temellerinin olustugu sdylenebilir. 
Dolayistyla, zeka testlerinde kullanilan sekilleri daha cok bu gergevede degerlendirilmesi 
miimkiin olabilir. Bununla birlikte, gocugun ¢izim ya da yaptig1 resmin zeka 6l¢mede 
dogrudan kullanilmasinin hentiz kuramsal bir temelinin olmadigini sdyleyebiliriz. Bu 
nedenle, cocugun yaptig1 resmin ya da ¢izimin zeka 6l¢mede kullanimi acisindan 
dogrudan degil, dolayli bir dlcitim olabilecegi ileri stiriilebilir. Bu nedenle, cocuk 
¢izimlerinin bir zeka testi muamelesi gérmesi, gsekle dayali zeka testlerine kiyasla, dolayli 
bir yol olarak nitelenebilir ve bu tiir bir degerlendirmenin sonuglarinin nesnelligi 
tartisilabilir. Dolayistyla, Kellogg’un (1970) belirttigi gibi, zekanin farkli y6nleri dikkate 
alinarak dogrudan testlerle dlciilmesi gerektigi ileri stiriilebilir. Cocuklarin gekillere 
dayali olarak ¢izim performanslariyla zeka kapasitesini 6lg¢meyi amaclayan testler hali 
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hazirda bugiin kullanilmaktadir. Ancak, dne stiriilen goriislerle birlikte bu testler hakkinda 
da halen tartismalar devam etmektedir. Cocuklarin zeka diizeyini belirlemede kullanilan 
bu tir 6lceklerin basinda Goodenough Bir Adam (iz Testi (1926), Bender Gorsel-Motor 
Gestalt Testi (Kellogg, 1970) ve Stanford-Binet Zeka Testi gelmektedir. 


Goodenough “Bir Adam Ciz” Testi: Bu test cocugun bir adam resmi ¢izmesi sonucunda, 
insan hakkindaki diisiince ve algilar1 yoluyla zeka ve kavramsal kapasitesinin ortaya 
cikarilmasini amaclamistir. Goodenough Bir Adam (iz Test’i 50 adet ¢izim detayini 
puanlama icin kullanmis ve buna daha sonra figiir ve elbiseye iliskin 21 adet daha detay 
eklenerek (Kellogg, 1970) gelistirilmis bir 6lc¢ektir. Buna karsin, cocugun ¢izgisel 
gelisiminin, onun algi ya da kavramlari ¢izgisel olarak ifade etmede tek basina yeterli bir 
gdsterge olamayaca$i ileri stirtilmektedir (Kellogg, 1970). Diger yandan, zeka hem yas 
hem de deneyimle arttig1 i¢in, Goodenough Bir Adam (iz Test’i gocugun sadece yasina 
gore gelistirdigi algi kapasitesine bagli olarak zekay1 6lc¢mektedir (Kellogg, 1970). Buna 
gére, cocugun yasina gore cizgisel gelisiminin de dikkate alinmasinin 6nemli oldugu 
dolayisiyla, yapilacak degerlendirmelerin tartigmali olabilecegi sdylenebilir. 


Bender Gorsel-Motor Gestalt Testi: Bu test, (Bender Visual-Motor Gestalt Test-II) 
gorsel-mekansal algi, gérsel yapilandirma yetenegi ve gorsel bellek becerileri gibi 
cocuktan yetiskine kadar genis bir yas araliginda kullanilabilmektedir (Karakas, 2017). 
Bender Géorsel-Motor Gestalt Testi, Gestalt teorisine dayali olarak gelistirilmistir 
(Kellogg, 1970). Bu testte denege bazi sekiller gésterilir ve denekten onlar bu gésterime 
dayal olarak yeniden ¢izmesi istenir. Sekillerden bazilari zor olmakla birlikte, sonu¢lar 
gdstermistir ki, 5-11 yaga araligmdaki ¢ocuklar sekilleri kolaylikla tekrarlayip, 
¢izebilmektedir. Diger yandan, Bender Gorsel-Motor Gestalt Test sonuclari, 5-11 yas 
araligindaki cocuklarin zihinsel gelisimlerinin yasla birlikte arttigin1 godstermistir. 
Bununla birlikte, klinik psikologlar bu testin mevcut durumuyla 6l¢me a¢gisindan cocuklar 
icin ideal bir 6lgek olmadigim bundan dolayi test sonuglarinin tartismali olabilecegini 
ileri stirmektedirler (Kellogg, 1970). Bu durum 6zellikle, 5-11 yas araliginda cocuklarin 
somut diistinmeden soyut diisiinmeye ge¢is asamasinin test maddelerine nasil yansitildigi 
sorusunu akla getirmektedir. 


Stanford-Binet Zeka Testi: Binet-Simon Olcegi, Alfred Binet ve d%rencisi Theodore 
Simon tarafindan gelistirilmistir. Binet, egitimde kullanilmak amactyla, 6grencilerin 
yaslarina gore zeka seviyelerini tespit edebilmek icgin gelistirmistir (Stanford-Binet Test, 
2022). Stanford-Binet Zeka testi hem s6zliti hem de s6zlii olmayan alt testlerden olusur. 
Test edilen bes faktér bilgi, nicel akil yiiriitme, gérsel-uzaysal isleme, isleyen bellek ve 
akici akil yiirtitmedir. Binet ve Simon'in temellendirdigi testte ¢ocuklarin yaslarina gore 
olusturulan kategorilerde karsilastirmalar s6z konusudur. Bu testte basari seviyeleri yasa 
gére siralanarak ortalama basar seviyeleri o yas i¢gin normal seviye olarak kabul 
edilmistir (Stanford—Binet Intelligence Scales, 2022). Dolayisiyla, Stanford-Binet Zeka 
Testinde her yas seviyesine gére hazirlanmis farkli standart sorular bulunmaktadir. 
Stanford-Binet Zeka Testi 15 farkli alt test ile zekanin géstergeleri kabul edilen dort tir 
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zihinsel yetenegi 6l¢mektedir Bunlar; S6zel yargilama, Soyut/gorsel yargilama, niceliksel 
yargilama ve kisa siireli bellek'tir (Stanford-Binet Zeka Testi, 2012). Stanford-Binet zeka 
dl¢egsi 1916’dan bu yana cesitli nedenlerle dért kez gézden gecirilmis ve giincellenmistir. 
Bu test bir sinif dolusu 6grenciye kolayca uygulanabilen bir test olmadi§1 i¢in, grup olarak 
kullanimda zorluklar s6z konusu olabilmektedir. Zira her test uzman kisiler tarafindan 
bireysel olarak uygulanir ve test siiresi cocuklarin yaslarina gore farkliliklar icerir 
(Stanford-Binet Zeka Olcegi, 2022). Batey ve Furnham, (2006) Stanford-Binet Zeka 
Testinin 1925-1959 yillari arasinda cok¢a kullanildigini belirterek, izleme ¢alismalarinin 
zeka seviyesi yliksek 6lciilen gcocuklarin daha sonraki yasamlarinda seckin bir yaratici 
katki ortaya koyamadigini bildirmektedir. Bu durum, zeka ile yaraticilik arasindaki 
ilisktyi inceleyen arastirma sonuclarini destekler nitelikte oldugu sdylenebilir. 


Bununla birlikte, tistte siralanan belli bash dl¢eklerin gocuklarin yasa bagli cizgisel 
gelisimi, diistinme evreleri ve uygulama zorlugu gibi bir dizi sinirliliklara sahip oldugu 
ve buna bagli olarak ¢cocuklarda teste kargsi gelistirilen kaygi ortamimin 6lciim 
sonuclarinin nesnelligini tartismaya acabilece&gi ileri stirtilebilir. Feraco ve Cona (2022) 
zekanin yap1 olarak, cocukluk ve ergenlik déneminde ¢ok hizli degistigini belirtmektedir. 
Bu durum, testlerdeki duragan yapilarla celiski olusturdugu ileri stiriilebilir. Feraco ve 
Cona (2022) cocuklarin zeka yapisinin bilissel performanslarin1 giderek daha fazla 
destekleyen belirli yeteneklerin geligmesiyle birlikte degistigini belirtmektedir. 
Dolayistyla, cocuklarin ¢izgisel gelisimleri dikkate alinarak, kaygidan uzak, salt sekle 
dayali olmayan, yas araliklari dikkate alinarak yapilacak bir 6lg¢me isleminin daha saglik 
olacag1 ileri siiriilebilir. Buna gére, cocuklar icin gérsellik, sekil veya cizim ya da resim 
yapma yetenegi ¢ercevesinde sanat-yaraticilik ve zeka baglaminda, hem bu 6zelliklerin 
birbirleri arasindaki iliskileri ortaya koyan hem de bu tiir 6zellikleri 6lgebilen testlerin 
olusturulabilmesi icin kuramsal agiklamalara ihtiya¢ oldugu sdylenebilir. Bu asamada, 
yaratici bir etkinlik olan ¢izim-resim yapma, cocuklarin yasa bagli cizgisel ve bilissel 
(gérsel yeteneklerin artmasi1), algisal ve motor (g6z-el koordinasyonu ve kas gelisimi) 
gelisimlerine bagli olarak bir estetik (sanat) sundugu icin 6nemli bir alan oldugu ileri 
strtilebilir. Steinbiichel, Meeuwsen, Poinstingl ve Kiese-Himmel’e (2018) gore, gocugun 
karalama evresinden sematik evreye, oradan yiiksek bir yaraticilik géstergesi olan 
perspektif ¢izim yoluyla, bir dizi yiiksek yaratic1 ifade igeren c¢izim asamalari 
gézlemlenmelidir. Bu nedenle, gocuklarin yaptiklari ¢izim ve resimlerin bilissel ve 
sanatsal gelisim y6nden izlenmesi ayni zamanda onlarin yaraticilik ve zeka 
potansiyellerinin ortaya cikarilmasi acgisindan 6ncii bir yol géstericilik yapabilecegi ileri 
stirtilebilir. 

4. Sonuclar 

Hem Goodenough Bir Adam (iz Testi hem de Bender Gorsel-Motor Gestalt Test’i 
cocugun o anki istekliligine bagli olarak sonuclandig:1 i¢in puanlarin da tartisilir oldugu 


ileri strtilebilir (Kellogg, 1970). Bu durum, cocuklara uygulanan testlerde motivasyon, 
isteklilik ve buna bagli olarak gelisebilen performansin sonuclara ciddi etkileri 
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olabilecegini gdstermektedir. Dolayisiyla, bu tiir performans testlerinde dzellikle 
cocuklarin o anki istekliligi sonuclari 6nemli dl¢iide etkileme olasiligi oldugu ileri 
stirilebilir. Buna gére, cocuklarda bu tiirden dl¢me islemlerinde géniillti katilim ile dogal 
ortam ve yetenegin 6lc¢me sonuclarmin objektifligi agisindan olduk¢a 6nemli unsurlar 
olabilecegi sdylenebilir. Bundan dolayi, Kellogg (1970) zekanin cocugun sekle dayali 
¢izim yetenegiyle dlctilmesi amaclanirsa, 6lctim sonuc¢larinin o an i¢in gecerli oldugunu, 
2 saat ya da 2 giin sonras1 i¢in bu dl¢itim sonuglarinin ge¢erliligini yitirecegini belirtmistir. 
Buna gore, cocugun dlciim-test aninda degil, 6lciim-test anina kadar olan sitirecteki 
birikimlerini yansitabilecegi, onun istekliligini kaygiya déniistiirmeyen ve hoslanacagi 
bir dlcgiim-test ortaminin kurgulanmastyla, elde edilecek sonuglarin daha saglkli 
olabilmesi miimktin olabilir. Bu tiirden bir 6l¢tim sonucunda ise daha objektif 
degerlendirmelerin yapilabilecegi 6ne siiriilebilir. 


Bender’ in belirttigi gibi, gocuklar hem bildiklerini hem gérdiklerini ¢izdikleri igin (1952 
aktaran Kellogg, 1970), gocuk ¢izim ya da resimlerini temel alacak bir 6l¢me isleminde 
anlik  siireglerin betimlenmesinden ziyade o ana _ kadarki siirecin yansimasi 
hedeflenmelidir. Kellogg (1970) Gestalt teorisine gére sekle dayali bir cizim testinin, 
cocugun hayat hakkinda ne bildigi ve hayati nasil gérdiigii noktasinda cok az bilgi 
verecegini bildirmektedir. Oysa cocugun bildigi ve gdrdiigii noktasinda ¢izim-resme 
yansitmasi, esasinda gocugun zeka diizeyini gésteren bir isarettir (Kellogg, 1970). 
Dolayistyla, gocuk cizim-resminin zekaé 6l¢mede kullanim1 ancak cgocugun dogal 
(spontaneous) ¢izim-resmine dayali bir arag olmasiyla miimkiin olabilir (Kellogg, 1970). 
Zira cocugun sanati (yaptigi1 ¢izim ya da resim) Gestalt teorisinin algi noktasindaki 
a¢giklamasindan farkli olarak, sosyal ¢evreden bagimsiz olarak da gelisebilmektedir 
(Kellogg, 1970). Buna gére, gocuk ¢izim-resminin zeka 6l¢mede dolayli kullanimi ancak 
cocugun ¢izim ya da resim yapmay1 dogal bir arag olarak kabul etmesi ve katilimryla 
miimkiin olabilecegi sdylenebilir. 


Bununla birlikte, gocugun sanatsal gelisimi zihinsel gelisiminin ayrilmaz bir parcasi ve 
dnemli bir géstergesi (Kellogg, 1970) oldugu icin, cocugun ¢izim ya da resmine dayali 
zeka potansiyelinin belirlenmesinde bu iki gelisim unsurunu dikkate alarak, arastirilip, 
yas degiskeni g6z 6ntinde bulundurularak bazi aciklamalar gelistirilebilir. Bu baglamda, 
cocuklarin yaptiklari ¢izim ve resimlerin bilissel ve sanatsal y6nden incelenerek, onlarin 
yaraticilik ve zeka potansiyellerini belirlemek i¢in kuramsal ¢galismalara ihtiyag oldugu 
sdylenebilir. Dolayisiyla, gocuk ¢izim ve resimlerin sanatsal ve bilissel gelisim agisindan 
ele alinarak, yaraticilik ve zeka potansiyellerine y6nelik arastirmalarin yapilmasi Gnerilir. 
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Ozet 


Kullanic1 ve mekan arasindaki iliski i¢ mekan tasarrmiyla dogrudan iliskilidir. Bu iliskinin 
kurulmasindaki etkenlerden biri de kullanicilarin mekan ile iliskilendirdigi aidiyettir. Ait olmak 
ve aidiyet gereksinimi gibi kavramlar1 Maslow’un [htiyaclar Piramidinde de gdrmek 
miimkiindiir. Hatta, fizyolojik ve giivenlik gereksinimlerden sonra geldigi savunulmaktadir 
(Sakhaeifar & Ghoddusifar, 2016: 61-62). Kullanic1 ve mekan arasinda olusan bu aidiyet 
duygusu mekanlarda kullanilan malzemelerle, renklerle ve dokularla iliskilidir. Bu durum, 
kurumsal alanlarda da aidiyet olusturma acisindan Gnemlidir. Kurumsal bir Grgiit olarak 
liniversite kampiislerinde de calisanlarinm ve 6§rencilerinin kurumsal aidiyet duygusunun 
olusmasinda mekanlarda kullanilan malzemeler Gnem kazanmaktadir. Bu nedenle, Anadolu 
Universitesi Yunus Emre Kampiisiinde yer alan mekanlardaki i¢ ve dis cepheler incelenerek 
kullanilan malzemelerin kullanicilar olarak calisanlarina aidiyet olusturulmasina katkisinin olup 
olmadiginin analiz edilmesi ama¢lanmistir. Caligsma nitel arastirma y6ntemlerinden durum 
caligmasi olarak desenlenmistir. Bu kapsamda, Anadolu Universitesi Yunus Emre kampiisii 
igerisinde yer alan mekanlarda malzeme kullanimiyla ortaklasan tuglanin ig ve dis cephe 
kullanimlarimin fotograflar iizerinden incelenmesi yapilmistir. Ardindan kullanici grubu olarak 
Anadolu Universitesi caliganlartyla goriigme formu yardimiyla mekanlarda_ kullanilan 
malzemelerle kurumsal aidiyetin olusumundaki etkisi analiz edilmistir. Sonug olarak, 
katilmcilarin kampitis i¢erisindeki mekanlarda kullanilan malzemelerin kurumsal aidiyet 
olusturma acisindan bir etken oldugu ortaya ¢ikmistir. Malzemelerin cephelerde kullanimi hem 
kamptisiin dokusunun olusumuna katki sagladigi hem de kurumsal aidiyetin olusumunda etken 
oldugu ortaya cikmistir. 


Anahtar Kelimeler: ig mekan tasarim1, aidiyet, kurumsal aidiyet 
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The Example of Anadolu University 
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Eskisehir Technical University Faculty of Architecture and Design Department of 
Interior Design 


Abstract 


The relationship between the user and the space is directly related to the interior design. One of 
the factors in establishing this relationship is the belonging that users associate with the space. It 
is possible to see concepts such as belonging and the need for belonging in Maslow's Pyramid 
of Needs. In fact, it is argued that it comes after physiological and safety needs (Sakhaeifar & 
Ghoddusifar, 2016: 61-62). This sense of belonging between the user and the space is related to 
the materials, colors and textures used in the spaces. This is important in terms of creating a 
sense of belonging in corporate areas as well. As a corporate organization, the materials used in 
the spaces gain importance in the formation of a sense of corporate belonging among its 
employees and students on university campuses. For this reason, it is aimed to analyze the 
interior and exterior facades of the spaces in Anadolu University Yunus Emre Campus, and to 
analyze whether the materials used contribute to the creation of belonging to their employees as 
users. The study was designed as a case study, one of the qualitative research methods. In this 
context, the interior and exterior uses of brick, which is common with the use of materials in the 
spaces within the Anadolu University Yunus Emre campus, were examined through 
photographs Then, with the help of the interview form with Anadolu University employees as a 
user group, the effect of the materials used in the spaces on the formation of corporate 
belonging was analyzed. As a result, it has been revealed that the materials used in the spaces 
within the campus of the participants are a factor in creating institutional belonging. It has been 
revealed that the use of materials on the facades both contributes to the formation of the texture 
of the campus and is a factor in the formation of institutional belonging. 


Keywords: interior design, place attachment, a sense of institutional belonging 
1. Giris 


Kullanicilarin mekanlarla kurduklari iligkiler ig mekan tasarrmiyla dogrudan iliskidir. 
Insan ve mekan arasindaki iliskinin kurulmasindaki etkenlerden biri de mekanlarin 
tasarrmidir. Aidiyet kavrami, toplumsal, bireysel, kiltiirel, ve kurumsal iliskiler 
sonucunda olusan bir iliskinlik durumu olarak ele alinmaktadir. Bu dogrultuda, insan ve 
mekan etkilesimi sonucunda olusan iliskinlik olarak nitelendirebilir. Bu nedenle Loader 
(2006: 25) aidiyet kavramini “ben nereye aitim” sorusuna verilen yanitlar1 mekana 
iliskin verilerle birlikte degerlendirerek mekansal aidiyet olarak da adlandirmaktadir 
(Caki, 2017: 26). Aidiyet duygusu, bireylerin kendilerini sistemin ya da cevrenin 
ayrilmaz bir pargasi olarak hissetmeleriyle olusur. Aidiyeti sistem ya da ¢gevreye kisisel 
katilim yasantisi olarak tanimlayan Hagerty, Sauer, Patusky, Baouwsema ve Collier 


I“ ART&DESIGN-ICSSIET 2022 


July 30-31 2022 Cc: AGADEMY — 


Mugla/TURKIYE 


https://www.iessietcongress.com/icssiet-art-design-congress 


(1992), daha sonra yaptiklan yeni bir tanimda, aidiyet duygusunu bireyin benligi ile 
uyumlu olan bir gevrede kendisinin degerli veya 6nemli olduguna yonelik yasantisi 
olarak tanimlamislardir. (Balkis & Duru, 2015: 126). Bu dogrultuda, aidiyet duygusu 
birey ve cevre arasindaki dinamik ve karsilikli iliskinin, etkilesimin sonucu olarak 
gelismektedir (Manzo, 2003: 52). Ek olarak, cevresel faktérler de aidiyet duygusunun 
olusumuna katki saglamaktadir. Yere baglilik, genellikle insanlarin yasadiklari veya 
iligski kurduklari fiziksel ¢evrelerine y6nelik duygusal bagliliklarini ifade edilebilir 
(Hummon, D.M. 1992). Ctinkti cevrenin fiziksel baglari da yere bagliligin olusumunda 
6nemli bir rol oynamaktadir ve kimi arastirmalarda fiziksel 6zelliklerin en 6nemli unsur 
oldugu da vurgulanmistir (Sancar & Severcan, 2010: 298). 


Aidiyet olusumunu etkileyen faktérlere bakildigi zaman ise sosyal ¢gevre, deneyimler, 
iginde bulunan ¢evrede gecirilen vakit, bireyler arasi etkilesim ve mekanlar arasi 
etkilesim gibi 6rneklendirebilir. Ait olmak ve aidiyet gereksinimi gibi kavramlari 
Maslow’un Ihtiyaclar Piramidinde de gdrmek miimkiindiir. Hatta, fizyolojik ve giivenlik 
gereksinimlerden sonra geldigi savunulmaktadir (Sakhaeifar & Ghoddusifar, 2016: 61- 
62). Birey kendisine bir kimlik olusturduktan sonra kendisini bir yere ya da mekana ait 
hissetme durumunu saglayabilmektedir (Solak, 2017: 20-22). 


> | Kendini gerceklestirme 


ger ih 
———____ Ait olma ve sevgi 
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Sekil 1. 


Maslow (1943) piramidinde birinci basamakta yer alan fizyolojik ihtiyaglar insanlarin 
temel ihtiyaglardir. Bu ihtiyaclara bakildig1 zaman beslenme, barinma ve dinlenme gibi 
drneklendirilmektedir. Fiziksel ihtiyaclarin karsilanmasinin ardindan giivenlik ihtiyaci 
dogmaktadir. Tehlikeden uzak ve giivende hissedildigi zaman temel ihtiyaclar 
karsilamis olarak bir tist basamak olan psikolojik ihtiyaglarinin karsilanmasi 6n plana 
cikmaktadir. Burada, aitlik ve sevgi gereksinimi ortaya ¢ikmaktadir. Mekanlara ve 
kisilere karsi1 duyulan aitlik ve sevgi gereksinimiyle birlikte mekan tasarimlarinin 
olusmasinda 6nemli bir kriter olarak g6rilmiistiir. Bu baglamda, kullanicilarin 
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bulunduklar1 mekanlarda psikolojik ihtiyaglarint karsilayabilmeleriyle ait hissetmeleri 
arasinda bir iligki olduSunu s6ylemek miimkiindiir. Insanlar, kendilerine tanidik gelen 
mekanlarda kendilerini daha giivende hissetmekte ve bu kosul gergeklestikten sonra da 
aidiyet duygusunu gelistirmektedir (Yildirim Ernis, 2012: 144). 


Ait olma ve sevgi ihtiyacinin karsilanmasi agisindan bakildigi zaman, bireylerin vakit 
gecirdikleri kurumlardaki mekanlara karsi aidiyet duygusu olusmasi Gnemlidir. Bu 
kurumlarin biinyesinde yer alan mekanlarda gegirilen siireyle, deneyimlerle ve kurulan 
iliskilerle birlikte kurumsal aidiyet duygusunun olusumuna katki saglamaktadir. Hem 
globallesme stireci hem de degisen diinya diizentyle birlikte is giicitine olan gereksinim 
de artmis, Orgiit/kurum ve calisanlar arasindaki aidiyet duygusu her gecen giin daha 
6nemli bir hal almistir (Dogan & Kuli¢, 2007: 38). Bu gibi durumlarla birlikte kurumsal 
aidiyet gibi kavramlarin Gnemi artmis ve arastirmacilar bu kavramlarla ilgili galismalari 
cesitli bilim dallarinda stirdtirmektedir (Oral, 2015: 11). 


Kurumsal aidiyet, aidiyet tiirlerinden biri olarak gériilmektedir. Ancak, kurumsal aidiyet 
tanimi ¢esitlilik gdstermektedir. Bu durumun temel nedeni tanimlarin yapildigi galigma 
alanlarinin farklilik géstermesidir. Fakat, kurumsal aidiyet kavrami giin ge¢tikce 6nem 
kazanmakta ve arastirmacilar kurumsal aidiyetin tantmlanmasina, olusturulmasina ve 
strdiiritilmesine yonelik caligmalar yiirtitmektedir. Bu dogrultuda yapilan ¢alismalara 
gore kurumsal aidiyet biinyesinde galisanlarin kendisini g¢alistig1 kurum ile 
dzdeslestirmesi ve kurumsal faaliyetlere aktif katilim istegi gdstermesidir. Bu 
6zdeslesme, psikolojik bir bag olarak tanimlanabilir ve uyum, 6zdeslesme ve sonu¢ 
olarak icsellestirme gibi tic ayri1 basamakla incelenmektedir. Ise baslandig1 andan 
itibaren kurum ile kendisi arasinda bir bag kurmastyla birlikte 6zdeslestirme 
basamagina gecmektedir. Bunlarin en sonunda gelen i¢sellestirme stirecinde ise, birey 
artik iginde bulundugu kurumun davranislarini i¢sellestirmis ve bunlara uygun olarak 
davranmaya baslamistir (Oztop, 2014: 304-305). Bu baSlamda, kurumsal aidiyetin 
olusum stirecinde kurum biinyesinde yer alan mekanlarin tasarimlari da ¢alisanlarin 
aidiyet duygusunun olusumunda etken olarak gériilmiistiir. 


Ic¢mimarlik mesleSinin tanimlarina bakildiginda ise i¢ mekanlarin olusum siirecindeki 
parametreleri g6rmek miimkiindiir. Ie Mekan Tasarimi Yeterlilik Konseyi’ne (CIDQ: 
Council of Interior Design Qualification) gére tasarim ve insan davranis1 arastirmalar 
tizerine kurulan i¢ mekan tasarim1, biitiinsel, teknik, yaratici ve baglama uygun tasarim 
céziimleri tiretmede bilgileri tanimlamaya, analiz etmeye ve sentezlemeye dayali 
metodolojiler uygular (CIDQ, 2019: 1). Uluslararasi1 Ig Mekan Tasarm Dernegi’ne 
(IDA: International Interior Design Association) gdre ig¢mimarlik, insan 
gereksinimlerini karsilayan ve koruyan bir i¢ mekan yaratmanin profesyonel ve 
kapsamli uygulamasi olarak tanimlanir. Insanlarin gereksinimlerini karsilamak amaciyla 
belirlenmig mekanlar pratik, estetik ve sembolik islev acilarindan ele alan, bu 
mekanlari insanlarin fiziksel ve ruhsal 6zellikleri ve eylemlerine uygun olarak 
tasarlayan bir uzmanlik alanidir (Kacgar, 1998: 56). Bu kapsamda, kurumsal aidiyetin 
olusumunda icmimarlar kurumlarin yapilan, kiltiirleri, bulunduklarn cografyalani, 
kullanici davranislari gibi 6rneklendirilebilecek farkli parametreleri inceleyerek mekan 
tasarim siirecini yiiriittiikleri goriilmektedir. 
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Kurum biinyelerinde yer alan mekanlarin tasarrmlar1 igmimarlar tarafindan kurum 
kimligine, kiltiiriine ve kullanici ihtiyaglarina uygun olarak tasarlanmaktadir. Alptekin 
(2011: 20) eklemlenme, cikarilma ya da biitiinlesme stireci olarak aidiyet kavramina 
yaklasarak ait olunan seye iliskin bir aidiyet kurma ¢abasi oldugunu belirtmektedir. 
Kullanicilar tarafindan yapilmasi istenen ya da stire¢ icgerisinde yapilan eklemeler ve 
cikarmalara i¢ mekan perspektifinden bakilmasi, i¢ mekanlarin tasarimlarini biiyiik 
Slciide etkilemektedir. Ic mekAn tasarimcisi siirec igerisinde kullanicilari taniyarak 
onlarin ihtiyaclarin karsilayarak kullanim stire¢lerinde de mekanlara kendilerini ait 
hissetmelerine olanak saglamaktadir. Ancak, ait hissetmek stire¢ i¢erisinde ortaya 
¢ikabilecegi i¢in tasarim siireci bittikten sonra kullanici1 ve mekan etkilesimi basladiktan 
sonra da olusmaya devam eder. 


Kusuma (2008: 6) kullanici mekan icerisinde biiyiidityse ya da uzun zamandir yastyorsa 
stire¢ icerisinde kosullara ve mekana asina olacagi ve rahat hissedecegini 
vurgulamaktadir. Mekan ve kullanici arasinda stire¢ igerisinde olusan bu bag duygusal, 
duyusal ya da davranissal bir bag olarak kabul edilmektedir. Olusan bu bag sayesinde 
kullanic1 mekana kars1 aitlik duyabilir ve orada kendini rahat hissedebilir. Kurumlara 
karsi aidiyet duygusunun olusmasinda kurumlarin tutum ve yaklasimlarinin yaninda 
fiziksel faktérlere de bagli oldugunu s6éylemek miimkiindtir. Bu aidiyet duygusu 
olusturulan kurumlara 6rnek olarak iiniversiteler verilebilir. Bu baglamda, 
tiniversitelerde mekan renkleri, malzemeleri, mekanlarda kullanilan mobilyalar aidiyet 
duygusunun olusumunda etkendir. Bu kapsamda, 6rnek olarak tiniversitelerde yer alan 
mekanlarin kuruma duyulan aidiyet duygusunu desteklemeye ydonelik olarak 
tasarlanmasi 6nemlidir. 


Universite kampiislerinde bulunan mekan tasarmlarinin kurumsal aidiyet olusumu 
lizerine yeterli calisma olmamasi, ¢alismanin yapilandinimasinda etkili olmustur. Bu 
kapsamda, caligmanin amaci Anadolu Universitesi Yunus Emre Kampiisiinde yer alan 
mekanlardaki ig ve dis cepheler incelenerek kullanilan malzemelerin kullanicilar olarak 
caliganlarina aidiyet olusturulmasina katkisinin olup olmadiginin analiz edilmesidir. 


2. Yontem 


Calisma kapsaminda belirlenen amag dogrultusunda ¢aligsmada nitel arastirma 
yontemlerinden yararlanilmistir. Arastirma nitel arastirma y6ntemlerinden biri olan 
durum galismasi olarak desenlenmistir. Durum ¢alismasinda “bir duruma iliskin 
etkenler (ortam, bireyler, olaylar, siirecler vb.) bitiinctil bir yaklasimla arastirilir ve 
ilgili durumu nasil etkiledikleri ve ilgili durumdan nasil etkilendikleri tizerine 
odaklamilir” (Yildirim & Simsek, 2016: 73). Calismanin desenini olusturan biitiinciil tek 
durum deseni ile ¢alisma kapsaminda toplanan veriler incelenmistir. Tek durum 
desenlerinde, isminden de anlasilabilecegi gibi, tek bir analiz birimi (bir birey, bir 
kurum, bir program, bir okul, vb.) vardir (Yildirim & Simsek, 2016: 328). 
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Arastirma kapsaminda, Anadolu Universitesi Yunus Emre kampiisii icerisinde yer alan 
mekanlarin i¢ ve dis cepheleri fotograflanarak analiz edilmistir. Fotograflar kampiis 
igerisinde bulunan mekanlarin i¢ ve dis cephelerinde kullanilan malzemeleri ve yakin 
cevreleriyle iliskilerini gésterecek bicimde arastirmaci tarafindan ¢ekilmistir. Veri 
cesitlemesi saSlanmasi icin Anadolu Universitesi caliganlarina yonelik gériigme formu 
olusturulmustur. Bu kapsamda literatiir calismasindan elde edilen veriler dogrultusunda 
hazirlanan tic soru yardimiyla Anadolu Universitesi calisanlarina mekan tasarimi ve 
kurumsal aidiyet olusumu hakkinda g6riisleri alinmistir. Calismaya yedi g¢alisan 
katilarak y6neltilen sorulari internet tizerinden olusturulan form  iizerinden 
cevaplamustir. 


Toplanan verilerin analiz stirecinde betimsel analizden yararlanmistir. Betimsel analiz 
“elde edilen veriler, daha 6nceden belirlenen temalara gére 6zetlenir ve yorumlanir” 
seklinde ifade edilmektedir (Yildirim ve Simsek, 2016: 239). Belirtilen yéntem ve 
amaclar kapsaminda veri toplama siireci iki asamadan olusmustur. 


o Birinci basamak kampiis igerisinde yer alan mekanlarin fotograflanmasi ve 
analiz edilmesidir. 

o Ikinci asamada ise Anadolu Universitesi biinyesinde calisanlarla gériigmeleri 
igermektedir. 


3. Bulgular 


Kurumsal aidiyetin olusumu, stire¢ icgerisinde gergeklesirken mekan tasarimlar1 da bu 
streci desteklemektedir. Bu durum, kurum i¢erisinde yer alan mekanlarin tasarimlarinin 
ortak bir dil olusturmasiyla desteklenebilir. Bu duruma 6rnek olarak Anadolu 
Universitesi Yunus Emre kampiisiinde yer alan binalarin ic ve dis cepheleri 
incelenmistir. 


Kampis icerisinde yer alan cephelerin analizi 


Anadolu Universitesi biinyesindeki mekanlarin cephelerinde malzeme olarak tu%lanin 
kullanilmas1 ve bu malzemenin kampiis genelinde ortak bir dil olusturmasi dikkat 
cekmektedir. 
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Gorsel 1,2,3,4. Anadolu Universitesi dis cephe malzeme kullanimi 
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BS 


Kampitis icerisinde bulunan binalarin dis cephelerine bakildigi1 zaman cephe 
tasarimlarinda malzeme olarak tuglanin agirlikl olarak kullanildigi gériilmektedir. Bu 
durum, kurum i¢erisinde yer alan mekanlar arasinda ortak bir dil olusturma ve kurumla 
dzdeslesmektedir. Bu dogrultuda, ortak malzeme kullanimiyla birlikte kampiis 
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igerisinde biitiinsel bir yaklasim olusmakta ve kurumsal aidiyetin olusmasina yardim 
olmaktadir. Ayni malzeme kampiis icerisinde olusturulan avlularda da kullanilmaktadir. 


Gorsel 5,6. Avlu alanlarinda bulunan sosyallesme alami dis cepheleri 
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Avlu alaninda alan kantinin cephesinde de binalarin cephesiyle olusturulan ortak dil 
devam ettirilerek tugla kullanilmistir. Bu durum, fakiiltelerin yapilmasindan sonra 
kullanici ihtiya¢lar1 dogrultusunda tasarlanan kantin alaninin kampiis i¢erisinde yer alan 
binalarin genelinde olan dilin korunmastyla cevresiyle uyum i¢inde kalmasina olanak 
saglamistir. Ek olarak, sosyallesme alanlari hem kurum g¢alisanlarinin hem de 
Ogrencilerin ortak kullanimi igin tasarlanmistir. Bu alanlarin mekan tasarimlarinin 
kampiis icerisinde yer alan diger cephelerle uyum i¢erisinde olmasi biitiinliigit 
saglamasi a¢isindan 6nemlidir. 


Tuglanin cephe tasarmmlarinda_ kullanilmasi i¢ mekanlarda da  devamlilik 
géstermektedir. Bu durum, i¢ ve digs mekanlar arasindaki iliskiyi giiclendirirken 
bitiinlik saglanmasi a¢isindan da 6nemli bir tasarim karari olarak goriilmiistiir. 


Gorsel 7,8, 9, 10, 11. I¢ cephe malzeme kullanim1 
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Fakiiltelerin dis cephesinde kullanilan tuglanin fakiiltelerin i¢ cephelerinde de kullanim1 
kampiis icerisinde olusturulan ortak dilin devamliligin1 saglamaktadir. Bu durum, 
kullanilan malzemenin tugla olmastyla birlikte ig mekan atmosferini olusturmada 
6nemli bir tasarrm karari olarak gériilmektedir. Kurum aidiyetinin olusturulmasi 
stirecinde de mekan tasarimlarindaki siireklilik etken rol oynamaktadir. Ek olarak, 
Gorsel 9’da gérildiigii gibi cephe tasariminda kullanilan tuglanin tizerine kurumla 
iliskili olan kisilerin isimleri yazilarak kurumsal aidiyetin olusumuna katki saglanmistir. 


Goritisme Analizleri 


Kurum biinyesinde ¢alisanlarin mekan tasarimlari ile kurum aidiyetinin olusmasina 


yonelik gériislerinin alinmas1 amactyla goriismeler yapilmistir. Bu kapsamda hazirlanan 
sorular katilimcilar tarafindan yanitlanmistir. 
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Mekan tasariminda kullanilan malzemelerin kurumsal aidiyet olusturmasina katki 
saglamasina yonelik goriisler 


Katilimcilar mekan tasariminin kurumsal aidiyet olusum siirecinde etkili oldugunu 
diistinmektedir. Bu dogrultuda kullanilan malzemelerin, kampiis igerisinde olusturulan 
tasarim dilinin ortaklasmasini Gnemsedikleri gériilmektedir. 


Katilimc1 2: “Mekanlar ve mekanlarda kullanilan malzemelerin kurumsal aidiyet 
olusturmasina katkisinin biiyik olduguna inanryorum. Bu durum yalnizca ¢alisanlar 
agisindan degil 6grencilerin tiniversiteyi benimsemelerine ve kendilerini buraya ait 
hissetmelerine de yol actigina inanryorum. Ornegin tiniversitemizde i¢ mekanlarda boya 
malzemesi olarak daha ¢ok acik ve pastel tonlarin tercih edilmesi bir ferahlik ve genislik 
hissi olustururken, dig mekanlarda tugla kaplamanin tercih edilmesi sicaklik hissi 
olusturmaktadir. Baska iiniversitelerin kampiislerine gittigimde, tugla kaplamali duvar 
gordiigiimde hemen iiniversitemiz ve kampiistimiiz aklima gelir.” 


Katilimei 3: “Mekanin igerisinde barindirdigi her detayiyla birlikte bir kimlik yaratmas1 
sebebiyle, mekanlarda kullanilan malzemelerin bu anlamda tanimlayici oldugunu/hafiza 
mekani gérevi gérdiigiinii; bir yere/kuruma ait hissetme 6zelinde malzemelerin bu 
kodlamalarda aidiyet hissetme 6zelinde katk1 sagladigini disiinttyorum.” 


Katilime1 4: “Bazi malzemeler bazi kurumlar ile 6zdeslesmis oluyor. Ornegin kirmizi 
tuglalar ve Anadolu Universitesi gibi” 


Katilime: 5: “Mekanlarda kullanilan malzemelerle birlikte ortak bir tasarim dili 
yaratildigin1 ve aklimda kurumla ilgili 6zlessen bir veri oldugunu diisiiniiyorum. 
Gegmiste gittigim kurumlari diistindiigiim zaman mekanlar aklima geliyor ve o kurumla 
iliskilendiriyorum. O nedenle benim igin 6nemlidir.” 


Katilimci 6: “Kurumsal aidiyet igin o kurumda ¢alisanlarin mekan ve cevre arasinda bir 
bag kurmalar1 gerekmektedir. O bagi olusturulmasinda da mekana bir kimlik 
kazandirilmis olmasi 6nemli bir etkendir. Mekanin 6nce bulundugu kentle baska bir 
degisle yer ile iliskili olmalidir. Mekana kimlik katan 6zellikler bulundugu yerin ruhunu 
tasiryan sosyo-kiilttirel 6zellikler, yerel malzemeler, yerel mimari ¢6ziimleri vb. bircok 
ézelliklerden birinin ya da birkaginin etkili bir sekilde gerek i¢ mekanlarda gerekse 
mimari cephelerde uygulanmas1 mekanin o yerle iligkisini kuvvetlendirmektedir.” 


Anadolu Universitesi Yunus Emre kampiisiinde bulunan binalarin i¢ ve dis cephelerinde 
kullanilan malzemelerin kurumsal aidiyet olusumuna etkisi 


Kampiis icerisinde yer alan mekanlarin i¢ ve dis cephelerinde kullanilan malzemenin 
ortaklagsmasi katilimcilara kendilerini giivende hissettirdigi ve kurumla kurduklari 
aidiyeti giiglendirdigini 6n plana ¢ikmaktadir. 


Katilimc: 1: “Kesinlikle etkisi var. Ciinkti okulumun sinirlari i¢gerisine girdigimde 
kullanilan malzemelerin bana girisinden sinifa kadar giivende _hissettirdigine 
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inan1yorum. Oraya karsi yabancilik ¢ekmeden ve tedirgin olmadan rahatlikla hareketimi 
saglayabiliyorum.” 


Katilimci 2: “Kampiisitimiizdeki binalarin ig ve dis cephelerinde birbirini tamamlayan 
ancak birbirinden farkl malzemeler kullanilir. I¢ cephelerde kullanilan malzemelerde 
kullanic1 olarak biz galisanlari1 ve 6grencilerimizin rahatlk ve konforuna 6zen 
gosterildigini diistinttyorum. Ve bu durum kendimi iyi hissetmem ag¢sindan beni mutlu 
ediyor. Calisma istegimi arttirryor. Kurumumun beni distindiigiinii bu nedenle kurum 
icin daha azimle calismami saglryor. Disaridan (farkli Universitelerden veya farkli 
kurumlardan) gelen kisileri ¢alisma mekanimda agirlarken gurur duyuyorum. Dis 
cepheler s6z konusu olunca, nerede tugla kaplamali bir bina gérsem aklima 
Universitemizdeki binalar gelir. Goriintii giizelliZinin yam sira, Eskisehir'in iklim 
kosullarina da uygun olarak 1s1 yalitrmina da katki saglayan tugla kaplamanin 
Universitemle gurur duymami saglayan 6nemli bir toplumsal katkis1 da olduguna 
inaniyorum. Ciinkti, sagladigi isi yalitimi ile yakit tiiketimini azaltarak topluma ve 
gelecek kusaklara érnek oldugumuza inaniyorum. Bu durum, benim Universitemi 
benimsememe ve kendimi buraya ait hissetmeme yol a¢iyor. Kampiise girdigim anda 
kendimi rahatlamis ve giiven icinde hissediyorum.” 


Katilimc: 3: “Burada kullanlan malzemelerin; iklim, vb. etkenleri, hizmet ettigi 
kullanic1 ve islevi ile birlikte diisiiniildtigiinde, bir tiniversite kimligi 6zelinde kendi 
dilini olusturdugunu s6ylemek miimkiin. Bu anlamda bir kimlik olustururken tercih 
edilen malzemenin kurumsal olarak hafizada ve oraya ait hissetme noktasinda ve 
bulundugu noktay1/sehri/kurumu isaretlemekte etkin rol oynadigini diisiinttyorum.” 


Katilimci 6: “Anadolu tiniversitesi kampiistinde genellikle tugla kullanilmis. Tugla ve 
bina yapilarin: diistindiigiim zaman Anadolu iiniversitesini baska gekilde hayal 
edemiyorum. Kuruma duydugum aidiyet hissini distindiigiim zaman ise ortak dil 
olusturdugu icin algisal olarak tiim kampiiste okuyanlar ve ¢alisanlar biitiinmiisstiz ve 
ayni seyler icin gabaliyoruz gibi geliyor. Bu durum hosuma gidiyor.” 


Katilimc: 7: “Yunus Emre Kampiisiinde bulunan yapilarin ig ve dis cephelerinde 
kullanilan malzemelerin kurumsal aidiyet olusumuna etkisi elbette vardir. Anadolu 
tiniversitesi Yunus Emre kampiisiindeki mimari yapilarin cogunlugu tugla malzemeden 
olusmaktadir. Tugla malzemesi birgok yapinin cephesinde kullanilmistir. Cephelerde 
kullanilan malzeme ve kampiisiin kentsel ig mekan olarak nitelendirebilecegimiz kentsel 
peyzaji yesil alanlarla etkili bir uyum saglamaktadir. Tuglanin rengine yakin olan 
kiremit rengi kurumsal kimligine de yansimistir.” 
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Kampiis icerisinde yer alan binalarin cephelerinde malzeme olarak tugla kullaniminin 
kurumsal aidiyet olusumuna etkisi 


Cephe tasarrmlarinda kullanilan tuglanin kurum aidiyeti olusmasina, yaratti atmosferin 
olumlu etkisi olduguna ve sehrin dokusuyla uyum icerisinde oldugu diistintilmektedir. 


Katilimci 1: “Tuglanm hem dokusunun hem de renginin Anadolu Universitesi’nin 
kurumsal kimligiyle uyum sagladigini diisiintiyorum. Logosundan binalarina kadar tek 
bir biitiinti simgeliyorlar sanki ve hepsi bir araya gelerek kisiye bu biitiiniin bir parcasi 
olma tatmini yaratryor.” 


Katilimci 3: “Kampiiste tugla ile kurumsal bir kimlik dolayistyla aidiyet duygusu 
olustugunu diisitiniyorum. Bu do§grultuda kullanilan tuglanin, bu kuruma ait 
hissedebilme, onu benimseyebilme ve onun sunduklartyla mekan1 i¢ ya da dis mekan1 
sekillendirme noktasinda belirleyici bir rol tistlendigini séyleyebilirim.” 


Katilime1 5: “Tuglanin Anadolu tiniversitesinde kullanilmas1 kurumsal aidiyet acisindan 
bence olumlu etkiye sahip ciinkti derse gittigim yerleri diisiindtigiim zaman hep ayni 
atmosferin devam ettigini gériiyorum. Bu durum kampiis icerisinde bir biitiinliik 
sagliyor. Ayni sekilde diger faktiltelere derse gittigim zaman ayn1 malzemelerin 
kullanilmastyla iliskili olarak kendimi daha giivende hissediyorum ¢iinkti yabancilik 
¢ekmiyorum benzer i¢ mekan tasarimlari oldugu i¢in olabilir.” 


Katilimci 7: “Eskisehir pismis toprak malzemesinin tiretimi konusunda 6nemli kékli bir 
tarihi gecmise sahip kentlerden birisidir. Kentin gelismesinde 6nemli bir etkisinin olan 
bu yerel malzemenin mimari yapilarin cephelerinde kullanilmasiyla da dikkat 
cekmektedir. Anadolu Universitesi, Yunus Emre kampiisii de ¢oSu mimari yapinin 
cephelerinde kullanilmasi kampiis ile tugla malzemesinin 6zdeslesmesine neden 
olmaktadir. Kullanilan yerel malzeme mekanin yerle yani kentin kiltiirel mimari 
6zellikleriyle iliskisini kuvvetlendirmistir. Mekan aidiyetlik duygusunun olusumu 
kullanicilarin mekanlar1 deneyimlemeleri ve deneyimleri sonucunda edindikleri asinalik 
etkisiyle de iliskilidir. Kampiiste cogu yapilarin cephesinde tugla malzemesinin 
kullanilmas1 mekanlarin kent ile asinaligini arttirirken mekanin kente olan aidiyetini, 
kullanicinin da mekan ile olan aidiyetini arttirmaktadir. Cephe ya da i¢ mekanlarda 
tugla malzemesinin kullanilmasi gerek malzemeden gerek tiretim ydntemlerinden 
kaynaklanan bazi dokunsal 6zelliklerin, mekanin biitiin olarak algilanmasi sonucu sicak 
ve samimi bir etki yaratmaktadir. Bu etkinin kurumsal aidiyetin olusmasinda daha hizli 
bir etkisinin oldugunu séyleyebiliriz. 


Elde edilen veriler kapsaminda, Anadolu Universitesi Yunus Emre kampiisii icerisinde 
bulunan mekanlarin cephe tasarimlarinda kullanilan tuglanin kampiis i¢gerisinde ortak 
bir dil olusturdugu gériilmiistiir. Bu kapsamda incelenen mekanlarin birbirleriyle 
biitiinltik igerisinde olmasi kampiis igerisinde yaratilan atmosferi de etkiledigi ve kurum 
calisanlarindan olusan katilimcilarin kurumsal aidiyet duymalarina etkisi oldugu 
gortilmiistiir. 
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4. Sonuclar ve Oneriler 


Kurumsal aidiyet olusum siirecinde mekan tasariminin etkisi tizerine elde edilen veriler 
dogrultusunda mekanlarin, mekanlarda kullanilan malzemelerin, mekansal deneyimlerin 
ve yaratilan atmosferin kurumlari hatirlamada, aidiyet olusturmada ve ¢alisanlarin 
kendilerini giivende hissetmelerine etkisi oldugu g6rilmiistiir. Yazdanpour ve 
Moztarzadeh (2014: 561-564) gore kiiltiirel yapi, duygular ve diger iliskili kavramlarla 
birlikte, fiziksel faktdrler de, yani isik, renk ve mobilyalar cesitli yiizdelerle insanlarin 
mekAnsal aidiyetin duygusunu etkilemektedir. Ek olarak, Anadolu Universitesi’nin 
bulundu sehrin dokusuyla uyumlu olmasi kent 6lceginde de aidiyet olusturma ac¢isindan 
6nemli gériilmiistiir. Bu dogrultuda, mekan tasarimlari ve kullanilan malzemeler kurum- 
kullanici-sehir arasindaki iliskiyi giiglendirerek aidiyet olusmasina katki saglamaktadir. 


Maslow (1943) piramidinde de g6riildiigii gibi insan kendini gergeklestirmek igin 
nesnelere, mekanlara, kurumlara, insanlara, sehirlere ve daha birgok kavrama aidiyet 
duyma egilimindedir. Bunu yaparken, aidiyet kavrami bireyler igin farkli anlamlar ifade 
etse de yine de sonug hepsinde ayni amaca hizmet etmektedir. Bu amag, aidiyet 
duygusuyla birlikte kendini bir biitiintin parcasi haline getirir. Bu dogrultuda, insanlar 
calistiklar1 kurumlara aidiyet besleyebilir ve kendilerityle kurumlari arasindaki iliskiyi 
giiclendirebilir. Bireyin kendisini bir sistemin ya da gevrenin ayrilmaz bir par¢asi olarak 
g6rmesini saglayan ve bu sistemle ya da cevreyle kurdugu iliskiler (Hagerty vd, 
1992:173) kurumsal aidiyetin olusum stirecinde etkilidir. Ancak kuruma dair duyulan 
iliskinlik, mekanlarda deneyimlendiginde giiclenmektedir. 


Sonug¢ olarak, kurumsal aidiyetin olusum siirecini desteklemek i¢gin igmimarlarin 
kullanicilarn mekanlarla iliskinlik kurmasina olanak saglayacak tasarim ¢6ziimleri 
tiretmeleri gerekmektedir. Bu durum, kullanicilarin kurum icerisinde yer alan 
mekanlarda daha fazla vakit gecirmelerine de katki saglayabilir. Mekansal aidiyet, 
insanin bulundugu mekanda gecirdigi stire boyunca o mekana yiikledigi anlamdir 
(Hidalgo & Hernandez, 2001). Bu dogrultuda, kurumlarin biinyesinde yer alan 
mekanlarin  tasarlanmasi _stirecinde kurumun- kimligi, kurum __ kimligiyle 
iliskilendirilebilecek malzemeler, ortak dil olusturma, kurum biinyesinde yer alan 
kullanicilarin mekansal beklentileri, kurumun bulundugu konum ve kiiltiirel yap1 
etkenlerin g6z Onitine alinarak mekanlarin tasarlanmasi gerekmektedir. Bu dogrultuda 
yurtitiilen tasarim strecleriyle birlikte kurumsal aidiyet olusum stirecinde mekanlar da 
daha etkin katki saglayabilir. 
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Effects of Art And Design on Creating Public Space 


Assist. Prof. Giilcin KARACA & Cansu KARACA 


Anadolu University Fine Arts Faculty Painting Department, 
Istanbul Technical University Architecture Faculty Industrial Design Department 


Abstract 


This study aims to emphasize the impact of art and design studies on creating public space by 
focusing on art and design works that contribute to the unifying and integrative feature of public 
space. The literature review method is used as a method, and examples of the authors' practices 
related to the subject among the art and design works are given. ‘Dialogue in public sphere’ is the 
assigned work related to art, and “Open Campus’ study regarding to the design field. Dialogue in 
public sphere is a public artwork carried out in between the dates of 3-19 June 2015 at Anadolu 
University Contemporary Arts Gallery, as part of the Society-Art Relations and Process Project, 
under the consultancy of Prof. Ridvan Coskun. The Open Campus study was a project proposal 
to design a workspace focused on creating public space. The project proposal is designed in a 7- 
week process during an undergraduate course coded CRN: 14564 EUT319E Industrial Design 
Studio I, conducted by ITU Architecture Faculty Industrial Design Department Lecturer Miray 
Boga, Research Assistant Gizem Celebi, and Research Assistant Oguzhan Giing6r in the 2021- 
2022 academic year. As a result, the effects of art and design studies, which use the public space 
to create relations are defined through examples, and suggestions are made for future studies. 


Keywords: dialogue in the public space, open campus, unification, mtegration, dialogue 


Sanat ve Tasarimin Kamusal Alan Olusturmadaki Etkileri 


Dr. Or. Uyesi Giilein KARACA & Cansu KARACA 


Ozet 


Bu calismanm amaci kamusal alanin birlestirici ve biitiinlestirici 6zelligine katki saglayan sanat 
ve tasarim caligsmalarina odaklanarak, sanat ve tasarim calismalarinin kamusal alan yaratmadaki 
yontinii vurgulamaktir. Y6ntem olarak literattir taramasi y6ntemi kullanilmistir. Kamusal alanin 
tanimi tizerinden kamusal alanin soyut ve fiziksel 6zellikleri, kamusal alanin olusturulabilen bir 
alan oldugu tizerinde durulmus ve 6zellikle kamusal alan yaratma konusuna temellenen sanat ve 
tasarim ¢alismalarindan 6rnekler verilmistir. Verilen 6rnek sanat ve tasarrm ¢alismalari arasinda 
yazarlarin konuyla iliskili gergeklestirilen uygulamalarindan 6rnekler de bulunmaktadir. Bu 
6rmnekler arasinda sanatla iliski olarak verilen; ‘Kamusal Alanda Diyalog’ calismasi olurken, 
digeri ise Tasarim alanindan ‘Acik Kampiis’ calismasidir. Kamusal Alanda Diyalog 3-19 Haziran 
2015 tarihlerinde Anadolu Universitesi CaSdas Sanatlar Galerisinde, Toplum Sanat I[liskisi ve 
Stre¢ Projesi kapsaminda gerceklestirilen bir kamusal sanat caligsmasidir. Agik Kampiis caligsmasi 
ise kamusal alan yaratmaya odaklanan bir caligsma alan olusturmay1 amaclayan bir proje Gnerisi 
olarak gerceklestirilmistir. Proje 6nerisi 2021-2022 Akademik Yili Giiz Dénemi Istanbul Teknik 
Universitesi Mimarlik Fakiiltesi Endiistriyel Tasarm Boliimii OSretim Gérevlisi Miray Boga’nin, 
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Arastirma Gorevlisi Gizem Celebi ve Arastirma Gorevlisi OSuzhan Ging6r ile birlikte yiiriittigti 
CRN: 14564 EUT319E kodlu Enditistriyel Tasarim Stiidyo II dersi kapsaminda 7 hafta stiren bir 
sureg ile birlikte tasarlanmistir. Sonug olarak yapilan arastirma ile sanat ve tasarim calismalarinin 
kamusal alan yaratmadaki etkileri 6rnekler tizerinden tanimlanmistir. 


Anahtar Kelimeler: kamusal alanda diyalog, acik kampiis, birlestirme, biitiinlestirme, diyalog 


1. Introduction 


This study aims to emphasize that the art and design works applied in public spaces can 
be influential in creating public space, which does not only connote open space but 
represents an abstract space. In the public spaces created by intertwining art and design, 
many works like art installation, urban furniture, sculpture, or performance can be 
mentioned as examples. The roles of art and design in creating public space are also 
mentioned by examining examples from these studies. Studies discussed are examined 
by explaining in the findings section of the research. 


There are many studies on the public sphere and its definitions. Public space is generally 
accepted as a space formed by creating relationships, which does not need to use a real 
space but can also be formed in an abstract space. Habermas can be a fitting start to 
examining these definitions. According to Habermas (2012: 102), the public sphere is “a 
common social activity area where thoughts, discourses, and actions aimed at determining 
and realizing the common good of the society are produced and developed.” The history 
of the concept of public space is traced back to Ancient Greece by Arendt, but in the 
definition of ideal public space created by Habermas in 1962, it was stated that the public 
space was formed only in the 18th century by bourgeois culture. Although Habermas's 
definition of the public sphere is taken as a basis as a definition accepted in many works 
of literature, Habermas, in his definition, considers the public sphere as an abstract model 
that he created in the theoretical dimension. In this respect, Habermas's definition of the 
public sphere has been criticized in the context of its relevance to real life. Another 
criticism is that the definition describes the bourgeois public sphere and leaves the state 
entirely out of the field. Accordingly, in the 1990s, Negt and Kluge (compilation, 2004: 
133-139) defined the public sphere not only as a bourgeois public sphere but in a 
perspective that can be called proletarian, as an opposite idea to Habermas's statement. 
Laclau and Mouffe (trans, 1992: 111) also support this idea and state that it is necessary 
to define the public sphere as a constitutive plurality instead of perceiving it as a singular 
element that hostile forces can take over. Authors always regard the public sphere as a 
field of exchange, open to discussion in the plural. Expressing that he finds the form of 
public space developed by Habermas as impracticable, Fraser states that public spaces 
that care about the differences (gender, race, property) of the society should be created 
realistically and appropriately for life in the 20th century. (Fraser, compilation, 2004: 
103-132). Oguz (2020: 63) also stated, “When the public space is designed with an 
inclusive understanding where people who do not know each other can gather and 
experience a common urban action or an activity, away from the privacy of the private 
space, but capable of responding to special needs, public spaces are no longer just 
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undefined and incomprehensible "voids", they become usable, memorable and useful 
urban interfaces.” 


Sennett (2013: 60) constructs the relation-creating aspect of the public sphere through the 
city and squares. In this respect, the main point he refers to in the definition of public 
space is that people from different walks of life must come together in spaces, squares, 
and streets in cities to form a public space. Sennett talks about the capitalist system trying 
to destroy public spaces, thus segregating people from different ethnic cultures and 
classes and trying to keep one type of people in one type of place. In this respect, Sennet 
states that the public space is supported by physical structures. He emphasizes that a 
place, a wall, or a street are physical spaces that become public by gaining specific 
characteristics. Public spaces are an important factor that brings together different and 
alienated groups. When public spaces are designed to be accessible and inclusive for all, 
including women, children, the elderly, and the disabled, people feel safe and have a sense 
of belonging (Oguz, 2020: 62-68). 


Kedik (2012: 81) states: “art seems to be one of the most important forces that used in 
public space that makes it strengthen the ties between people, bring them together, and 
make them realize that they are the stakeholders of a common past and future, with its 
feature of reinforcing and reinforcing the unifying function". Lefebvre (2014: 56): 
emphasizes the political and social process, produced by gathering the subjects of the city 
and the space, with his saying "Social sphere is a social product". While talking about the 
spatial aspect of the public space, it should be accepted that the space has become public 
through the relations established in this space. However, when the definitions of public 
space are examined, it can be seen that the public space defines an abstract space created 
with the participation of individuals rather than a given space. Aristotle said, “A city 
consists of different kinds of people; similar people cannot create a city” (Erdénmez, 
2014: 85). 


2. Method 


The literature review method was used in the study. Since Giilcin Karaca works in the 
field of art and Cansu Karaca in the field of design, their practices on the subject were 
also introduced in the study. In this context, their relations with other examples were 
explained and tried to contribute to the literature. 


3. Results 


There are art and design studies that aim to create an impact on creating public spaces by 
using the sites in the city. Public artis defined as art outside the museum and gallery 
(Senie and Webster, 1998: xi). Sheikh has explained public art as simply placing a work 
of art in a public space (Sheikh, compilation, 2007: 23). Lynn Basa also defined public 
art as art where people do not expect to see art, including parks, plazas, and buildings 
(Jacob, compilation, 2008: xiii). However, this definition can be insufficient for this study 
and the features of public space, like creating an abstract and democratic space. At this 
point, it can be emphasized that since public space is a concept that can be created, for 
spaces to be transformed into public space, features such as togetherness, relationships, 
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and the integrity of differences must be formed. Streets and squares contribute to the 
formation of public space in terms of bringing people together. 


For this purpose, artists and designers have tried to change some traditional features in 
public art and design. For example, public artworks in the traditional sense have evolved 
into new forms and alternative types of public art due to their lack of establishing 
interpersonal relations. These can be called community-based art, community-engaged 
art, or a new type of public art, while relational aesthetics is associated with participatory 
and relational art. The importance of design is emphasized with art in the following 
sections because of the features of the public design to enable relations to be formed, and 
differences can come together, making people feel more belong to the city. 


It is important that the designs of buildings in urban spaces, which are also defined as art 
installations involving art and design, have an impact on creating relationships by 
bringing people together. In this regard, local and central governments need to support 
projects to adopt a public space concept and a design approach in their planning and action 
programs. “When it is realized that the actors associated with the public space are both 
the user, the experiencer, the news and information source, the design partner, the co- 
researcher, and the main elements of the space, livable public spaces can be designed for 
everyone (Oguz, 2020: 68).” In this direction, examples of art and design studies aiming 
to create public space are presented. Their features in the context of creating public space 
are discussed in the following section. 


Public Art Works Based on Creating Relationships 


The so-called new types of public artworks were particularly striking in the 1980s and 
90s in the United States. Mierlie Laderman Ukeles's ‘Touch Sanitation’ study can be 
examined as an example that cares about the dialogue, in which separation between the 
artist and the audience starts to fade, and the importance of the relationship between the 
artist and the audience is realized (Figure 1). In the study, it can be observed that the 
object-oriented logic of art is gone, the concept of the audience has disappeared, and 
everyone becomes a participant in the work. 'Touch Sanitation' can be considered a good 
example of creating dialogue, as it is a work that deals with the dialogue as well as the 
output of the object. The work was carried out from 1979 to 1980, with the artist 
performing 8 hours a day for 11 months. Throughout this process, artist Ukeles shook 
hands with 8,500 cleaning workers, talked to them, tape-recorded the conversations, took 
photos, and thanked them for 'keeping New York City alive.' During this period, New 
York City produced 2600 tons of garbage daily, and Ukeles stated that this city would die 
if there were no garbage collectors (Gablik, 1998: 70). 
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Figure 1. Mierle Laderman Ukeles, Touch Sanitation, 1979-1980, New York. 
Resource: http://whitney.org/ 


Another artist, Suzanne Lacy, worked on new public art and realized many projects. In 
Oakland, a troubled area of California, eight applications were carried out under the name 
of Oakland Projects for ten years between 1991 and 2001, with the contribution of 
Suzanne Lacy. These are The Roof is on Fire (1993-94), Youth, Cops, and Videotape 
(1995), No Blood/ No Foul and the Oakland Police (1995-96), No Blood/ No Soul 
Installation in Tokyo (1996), Expectations Summer Project (1997), Capp Street Project 
Expectations Installation at Capp Street Project (1997), Code 33-Emergency Clear the 
Air (1997-99) and Eye to Eye (2000) (Lacy, 2010: 31). 


All these studies are based on the dialogue expected to be formed among the inhabitants 
of an area. ‘The Roof Is On Fire’ is a study that 220 public high school students having 
unscripted and unedited conversations with more than 1,000 Oakland residents on family, 
sexuality, drugs, culture, education, and the future while sitting in cars parked in a rooftop 
garage (Figure 2). Other productions at The Oakland Projects have undergone extensive 
preparation, including coalition building, youth development, and arts education. For two 
years, Lacy and Chris Johnson worked weekly with teachers at Oakland Technical High 
School to create a media literacy curriculum on youth identity and politics, followed by 
a further education program for teachers from eight Oakland public high schools (Lacy, 
2010: 31). Faculty members, including educator Herb Kohl, sociologists Todd Gitlin and 
Troy Duster, worked with teachers to develop and implement media literacy lessons. 
Forty students from various schools attended bi-monthly after-school sessions for the 
performance and trained in all aspects of production and media coverage. The Roof is on 
Fire was broadcast as a one-hour documentary by the Bay Area's local NBC affiliate and 
featured extensively on local news and national CNN. Oakland projects have been 
distributed on television, through lectures, galleries, documentary videos, articles, and 
books (The Oakland Projects, ?). 
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Figure 2. Suzanne Lacy, Annice Jacoby, Chris Johnson, The Roof is On Fire, 1993-1994, Oakland, 
Kaliforniya. 


Source: http://www.suzannelacy.com/the-oakland-projects/ 


Lacy has also done other works under the Oakland Projects, in which young people share 
their problems and achieve awareness as a new type of public art. Some of these studies 
are also related to older women and their problems. The first of these works is “Whisper, 
the Waves, the Wind’, which she designed with Sharon Allen in 1983- 1984 (Figures 3, 
4). On this project, Lacy worked with Southern California women over 65. The aim is to 
create a political and media movement related to the problems of women aged 65 and 
over, who are often excluded from society, by attracting the attention of an audience of 
1,000 watching the performance. The study includes 154 older women sitting at tables of 
4 on a beach in La Jolla, talking about each other's lives. During the study, the audience 
watched the speeches at the tables from the terrace prepared for them until they were 
invited to the tables on the beach (Lacy, 2010: 152). 


Ee 


Figure 3 and 4. Suzanne Lacy, Sharon Allen, Whisper, the Waves, the Wind, 1993-1994, California. 
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Source: https://www.suzannelacy.com/whisper-the-waves-the-wind/, https://terranova.org/film- 
catalog/whisper-the-waves-the-wind/ 


Lacy's very popular 'Crystal Quilt’ was also based on 'Whisper, Waves and Wind' (Figure 
6-7). The Crystal Quilt is an important participatory performance project by Suzanne 
Lacy that, according to the artist, aims to make older women visible, who are often 
marginalized by society. A series of interviews and studies focusing on women and age 
turned into a performance in a shopping mall on Mother's Day. The performance was held 
in the Crystal Courtyard on Sunday, May 10, 1987, with 430 Minnesota women over 60. 
The name ‘Crystal Quilt’ is derived from the name of the Crystal Court mall inside 
Minneapolis's IDS building, designed by Philip Johnson and completed in 1974. The 
performance took place on an 82-square meter carpet designed by the painter Miriam 
Schapiro, with tables arranged to resemble a quilt. Accompanying composer Susan Stone, 
the soundtrack is mixed with the voices of women talking about aging. The women 
discussed their lives and problems at the tables and shared their experiences. The women 
participating in the study were previously involved in activist movements and mentioned 
the activist movements they participated in during the performance. All participants were 
dressed in black and used their hands to perform simple actions, manipulating the 
tablecloths and creating a 'quilt' pattern. At the end of the performance, 3000 spectators 
descended to the table area with hand-painted scarves (Wood, 2011). 


Figure 5 and 6. Suzanne Lacy, The Crystal Quilt, 1987. Photo: Linda Gammell. 


Source: https://walkerart.org/calendar/2020/screening-suzanne-lacys-making-the-crystal-quilt 


The ‘Dialogue in the Public Space’ exhibition, which is the application part of Giilcin 
Karaca's art proficiency thesis project, Society-Art Relationship and Process, can be 
considered a public artwork in the context of its entire process. Since the subject of the 
project is related to society, the public sphere, and established relations; interviews, 
observations, and practices were carried out as well as a literature review in the thesis 


I“ ARTSDESIGN-ICSSIET 2022 


July 30-31 2022 & 


Mugla/TURKIYE 


https://www.iessietcongress.com/icssiet-art-design-congress 


project. The exhibition which had been opened between the dates of 3-19 June 2015 was 
hosted by the thesis advisor and project coordinator Prof. Ridvan Coskun and the author 
of the thesis Research Assistant Giilgin Karaca, and the Anadolu University Faculty of 
Fine Arts Painting Department, where Gil¢in Karaca works, was realized in cooperation 
with the faculty members, students and people from Eskisehir on a voluntary basis. In the 
exhibition, 19 people who took or still taking professional painting training worked on 
the portraits of 24 people living in Eskisehir and become public knowledge from different 
walks of life and structures. Portrait photographs of everyone who participated in the 
project implementation are also on the cover of the exhibition catalog (Figure 7). The 
study aims to focus on creating relationships through the art of painting rather than 
sticking to canvas paintings, which are objects. Each person whose portrait was made was 
interviewed by a team of 4: a consultant from the project team, a researcher, a 
photographer, and an artist who will work on the portrait (Figure 8). These interviews 
were held at the portrayed people's home, offices, or in a real place from their life. In the 
interviews, the person's life was talked about, and the person's memories and living space 
inspired the portraits that emerged. A total of 24 interviews were completed, the portraits 
were painted, and at the end of the process, all the paintings were exhibited at Anadolu 
University Contemporary Arts Gallery in the ‘Dialogue in the Public Space’ Exhibition. 
Along with the project team, the participants, including individuals who had never 
participated in an art exhibition before, participated in the exhibition. In this sense, the 
exhibition area became a space where everyone who participated in the work met, and 
the exhibition created a network of relations (Figure 9, 10). 


Be 
Sa ane ‘se 
2 wonsan 


Figure 7. Catalog Cover of the Dialogue Exhibition in the Public Space, which includes portraits 
of 19 people whose portraits are being studied and 24 people whose portraits are being studied, 
Design: Utku Tan Caglan. 
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Figure 9. Devrim Ozder Akin and Medine Ozen 
while examining Toure's portrait, Anadolu 
University Contemporary Arts Museum, 2015. 
Source: M. Necdet Gir. 


Portraited 


Portraitist 


IX! 


Portraited ——, Portraitist 


Table 1. Relations network formed by the exhibition, Design: Giilgin Karaca. 


As in new types of public artworks, urban product design, of which art installations are a 
part, can be used to create public spaces in urban spaces. It is possible to see examples of 
these new types of urban designs in the world and in Turkey. Again, as in the new type 
of public art, even if these design works need space, it can be seen that their main purpose 
is to create a network of relations between individuals, to bring differences together, and 
to initiate a dialogue. Erdénmez (2014: 28) emphasizes that the design of the physical 
environment has a direct effect on the formation of social behavior and social order, and 
mentions the relations of humans, society, environment, and space, stating these subjects 
are among the subjects of behavioral sciences. Behavioral sciences work on empirical and 
theoretical approaches and models to explain the interaction of human behavior and 
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tendencies with the environment, based on the relationships between humans, society, 
and the environment. Design centers human needs and interactions, which makes it 
intertwined with the field of social sciences and art. The design has a relationship with 
disciplines such as anthropology, sociology, and psychology, both in terms of aesthetics 
and in terms of its effect on human behavior. Sommer, a behavioral scientist and 
environmental psychologist (citing from 1983, Erdénmez, 2014: 29), defined social 
design as the process of creating physical environments that meet the social and physical 
needs of users. According to Sommer, since the physical design of space strongly 
influences behavior, behavioral scientists must play an integral role in the design process. 


Projects applied to public spaces under many names such as urban design, urban furniture 
design, and art installation, can enable people to feel a sense of belonging, creating 
relationships by spending time in these spaces, and in this sense, the space, form, and 
structure can be transformed from just a concrete space concept into an abstract public 
space. In this regard, it can be accepted that art and design are implicated. 


As a public design project, the work ‘Lawn (Césped)’, created by SpY in 2017, by placing 
a 70-meter diameter circle made of natural grass in Plaza Mayor in Madrid, Spain, can be 
examined as an example. The work originated as part of the Four Seasons (Cuatro 
Estaciones), an urban arts program run by the Madrid City Council to celebrate the Plaza 
Mayor's IV Centenary. The circular area in the square where the project is realized has 
allowed visitors to take a break, sit, read a book or take a photo and enjoy this urban 
landmark from a new perspective, without any access restrictions. There is no limitation 
in the physical access of the public during the study, both in terms of time. The area is 
open to the public 24 hours a day. The grass in the field was sent to a specialist company 
that would transform it into natural fertilizers and recycle it after the project was 
completed and dismantled (Valencia, 2017). 


Figure 10-11. SpY, Lawn, 2017, Madrid Plaza Mayor. 


http://spy-urbanart.com/work/cesped/ 
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Project LUCity (Light Urban City) is a work supported by 41S — Social Innovation 
Platform (Figure 12-13). The project was formed on the axis of an artist mobility program 
that was created with the local community to produce light installations in the public 
space, thus encouraging citizens to connect art and public space. Colectivo Warehouse 
has placed a temporary artistic installation at Ribeira Park in Joane, Portugal. An 
encounter area was created through a series of chaise lounges around a multi-potential 
central element available for children and adults throughout the summer of 2019. The 
work of urban furniture aims to create a fun environment with people interacting with 
each other (LUCity! [Vila Nova de Famalicao], 2019). 


ial 


Figure 12-13. Warehouse, LUCity, 2019, Joane’daki Ribeira Parki, Portekiz. 


Source: http://warehouse.pt/projects/ 


Established in 2011, the multidisciplinary design office 'The Open Workshop,’ which 
aims to highlight and solve social problems through architecture, has created an 
experimental pavilion that proposes how Chicago's empty public spaces can be used for 
communal living. 'The Center Won't Hold,' the geometric pavilion is a wood-framed 
structure painted green with two more rotated cuboid frames inside. The arrangement is 
created with only open-air spaces concealed by thin tulle curtains. Although the project 
was planned to be removed at the end of the event presented as part of the Chicago 
Architecture Biennale in 2021, it remained in place. The overall aim of the biennial, of 
which it is a part, is for the participants to explore the impact of collective urban spaces. 
The pavilion seeks to explore how many vacant lots in areas of the city, such as 
Bronzeville, can be reclaimed as communal public space to encourage communal living. 
Open Workshop founder Neeraj Bhatia states his views on the project as follows: 
"Holding Center is a flexible youth meeting space that serves as the prototype component 
of a wider network." According to the pavilion structure applied in the project, its parts 
are replaceable. From a large room that will not hold a Center, it can be divided into nine 
small rooms that can be divided and separated by sheer curtains. Each room can be 
arranged with various objects, from tables and chairs to potted plants. Bhatia also stated 
that dividing the pavilion into sections offered the community, especially the youth, 
different gathering options for generating knowledge (Englefield, 2022). 
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As with the artworks discussed in the previous section, such structures that provide 
gathering areas can also trigger individuals to bring awareness to some problems and even 
sometimes to produce solutions. While explaining the project in this regard, Bhatia says, 
"Many of these issues in Bronzeville, Chicago, have complex histories of politics, racism, 
capitalism, and resource allocation." Bhatia adds, "Architects and architecture can make 
these social issues more readable. Unfortunately, architecture often normalizes and 
naturalizes these issues, disguising them through the design of a city or building. It can 
act as a catalyst for people to take ownership of land and, by doing so, foster new forms 
of care" (Englefield, 2022). 


Figure 14-15. The Open Workshop, The Center Won't Hold, Photo is by Dennis Milam, 2021, Chicago. 


Source: https://www.dezeen.com/2022/01/05/the-center-wont-hold-geometric-pavilion-public-space/ 
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neighborhood, and they use these places as meeting places. With the word open in the 
name of ‘open campus,' it was meant that it is open to everybody. (Figure 16)The structure 
that covers the workshop tables is composed of different circles to symbolize coming 
together. They support the idea that the design should be open to the outside with the gaps 
they leave when coming together (Figure 17). 


University students, elderly residents, and families with children in the neighborhood may 
come together on weekends to provide theoretical and practical training on various 
subjects in the area where they receive or give 'education.' While the residents of the 
neighborhood may give lectures on bicycle repair, traditional handicrafts, and knitting, 
university students may provide lectures in visual arts, computer use, and literacy, and 
the area is designed in accordance with all these activities (Figure 18, 19). 


Figure 16-17. Cansu Karaca, Open Campus, 2021. 


Source: Cansu Karaca. 
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Figure 18-19. Cansu Karaca, Open Campus, 2021. 


Source: Cansu Karaca. 
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4. Conclusions and Recommendations 


It can be accepted that art and design appear in every field in the 21st century. Art exists 
not only in museums and galleries but also in public spaces. The same is valid for the 
design field. 


This study aims to emphasize that art and design work in public spaces not only have an 
aesthetic aspect, but can effectively create democratic and abstract spaces where people 
can come together and communicate. In this direction, examples from art and design 
studies aim to strengthen the processes of creating a context where ideas can be shared, 
acceptance of each other can be strengthened, the democratic majority can learn to live in 
common with the minority, meet at a common point, raise awareness of the differences 
and common grounds by providing interaction between people were selected. 


In order to create a public space in the examined art and design studies, some common 
features are; 


* Finding a place where people can come together physically, 


* Creating a design suitable for people to establish relationships and dialogue with each 
other, 


¢ Having venues that are open to all races, genders, and ages, 
¢ Having an atmosphere where people can feel free and belong, 
* Being not limited in terms of time. 


It can be stated that there are features such as raising awareness about some social 
problems in the region where the art and design work takes place. 


Art and design work proposals can be developed for the future on the subject emphasized 
in this study. It can be accepted that not only is the visual aspect of art and design 
emphasized for quality and aesthetic life, but it can also create an impact in integration 
with life and in relation to social and societal concepts. It is thought that the increase in 
such projects may benefit creating spaces where relations are established in an abstract 
and democratic manner. For this, it may be suggested to carry out projects with state or 
private institutions such as municipalities. 
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Vazgecilmeyen Bir Aksesuar Olarak Eldivenin Tarihsel Degisimi 


Ars. Gor. Esra YARAR & Dr. O@r. Uyesi Alime Ash ILLEEZ 


Ege Universitesi, Emel Akin Meslek Yiiksekokulu 


Ozet 


Eldiven, dis etkilerden korumak ya da farkli amaglar icin ele giyilen kumas, deri, kauguk veya 
diZer malzemelerden iiretilen el giysisidir. Eldivenin tarihi bir hayli eskidir. Tarih Oncesi 
caglarda, ilk insanlarin bile eldiven kullandiklari ileri siiriilir. Bugiinkti eldivene benzer en eski 
émek, MO 14’iincii Yiizyilda Tutankamon’un kullandig: eldivenlerdir. Bu calismada eldivenin 
tarihsel siirecte izledigi yollar ve gecirdigi degisimler incelenmistir. Inceleme alanlarimiz 
arasinda sporda ve is hayatinda kullamlan farkli modeller gibi 6rmeklerin yaninda bunlarla ilgili 
gelisen moda akimlari da yer almaktadir. 


Anahtar Kelimeler: eldiven, aksesuar, el korumasi, giyim kusam 


Historical Changes of the Glove as an Indispensible Accessory 


Res. Assist. Esra YARAR & Assist. Prof. Alime Ash ILLEEZ 
Abstract 


Gloves are hand garments made of fabric, leather, rubber or other materials that are worn on the 
hand for protection from external influences or for different purposes. The history of the glove is 
quite old. It is claimed that even the first humans used gloves in prehistoric times. The oldest 
example, similar to today's glove, is the gloves used by Tutankhamun in the 14th century BC. In 
this study, the paths followed by the glove in the historical process and the changes it has 
undergone are examined. Among our areas of study, there are examples such as different models 
used in sports and business life, as well as developing fashion trends related to them. 


Keywords: gloves, accessories, hand protection, clothing 
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1. Giris 


Elleri soguktan korumak icin giyilen, deriden, kumastan yapilma, yiinden iplikten 6rme 
bir giyim esyasidir. Siis icin de kullanilir. Eldivenlerin k6keni, kullanimi ve gelisimi 
genellikle fayda ve koruma tizerine kuruludur, her zaman gii¢lii bir sembolizm ve statii 
unsuru olmustur. 

Hayatta kalan en tinlti ve en eski eldiven ¢ifti 1923'te Howard Carter ve Carnarvon Kontu 
tarafindan Tutankhamun'un mezarinda bulunmustur. 3000 yil 6nce Misir'da kullanilan bu 
eldivenler cogunlukla ata binmek icin kullanilmistir. Bu eldivenler yalnizca zengin ve 
giiclti kisilerin sahip olabildikleri bir aksesuardi. Bu 6zel eldivenler genellikle firavunun 
torenlerde kullanmasi i¢gin yapilmisti. Keten kumastan, kraliyet ve kutsal amblemlerle 
dokunmus goblen kumastan olusmaktadir. Eldiven dikimi i¢in kesilen bu kumaslar bronz 
ile dikilmistir. Bilegin etrafinda nilifer tomurcuklari ve cigek desenleri bulunmaktaydi. 
O zamanlar eldivenlerin bilek kisimlari gevsekti ve onlarin ellerden ¢ikmasini engellemek 
icin bileklere baglamay1 saglayan bantlar kullanilmistir. Yine eski misirda bazi kadinlar 
6zellikler ipekten yapilma eldiveni giizelliklerini tamamlayan bir aksesuar olarak 
kullanmaktaydilar (Redwood, 2016). 

Sekil 1. Tutankhamun’un Eldiveni 


Sekil 2. Ingiliz Kralicesil. Elizabeth (solda) ve II. Elizabeth’in (SaSda) Ta¢ 
Giyme Eldivenleri 


Bazi kaynaklara goére eldivenin ¢ikis yerinin iran oldugu 
belirtilmektedir. Yalniz onlarin kullandiklar1 eldivenler, 
bildigimiz eldivenlerden cok farkli olsa gerek. Unlii Yunanli 
sair Homeros’un eserlerinden birinde Kral Laertes’in elinde 
eldiven bulundugu yazilidir. Eski Yunanli tarihci Herodotos da 
Leotkhides’in bir eldiveni riigsvet alinan altin paralarla 
doldurdugunu =yazar. Eski Romalilar’in da_ eldiven 
kullandiklarindan bahsedilir. VI. ve IX. yiizyillarda Almanlar 
"la Iskandinav’ lar da eldiven kullantyorlardi; yalniz onlarin eldivenleri tek parmakliydi. 
Krallar, asilzadeler degerli taslarla, altin giimitis telle igslenmis eldivenler giyerlerdi. XII. 
yiizyila kadar Ingiltere’de eldiven kullanilmadi. Kralice Elizabeth I. eldiven modasim 
yaydi. O devirde kon¢larn gayet agir islemeli eldivenler revactaydi. Kralice 1. Elizabeth'in 
saltanatindan beri, tyi giyimli higbir kadin onlarsiz toplum i¢gine gikamazdi. Eldivenler 
hakkinda diger herhangi bir giyim esyasindan daha fazla tarih, romantizm ve efsane 
bulunmaktadir (Redwood, 2016). 
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Giyim kusam tarihine baktigimizda kusak, sabuk, kavuk...vb pek cok aksesuarin artik 
kullanimda olmadigi g6zlenirken eldivenin yizyillar boyu kullanildigi dikkati 
cekmektedir. Eldivenin giiniimiizdeki kullanim yelpazesi ¢ok genislemistir. Farkli spor 
alanlarinda veya farkl is kollarinda elleri korumak ve onlan yapilan faaliyetler 
konusunda desteklemek amaciyla kullanilan eldivenler kullamimaktadir. Bunlarin 
disinda giysilerin fonksiyonlarin1 tamamlayici olarak goérev alan 6rneklerin disinda 
sadece estetik amag¢li kullanilan eldivenler de bulunmaktadir. Bu nedenle yiizlerce yildir 
kullanilan eldivenler cok farkli kullanim alanlarina sahip olmuslardir. 


Eldiven tiretimi tilkemiz agisindan 6nemli ihracat boyutunda 6nemli bir yere sahiptir. 
Ozellikle pandemi déneminde nitril eldiven kullanim orani yiizde 25 artis gdstermesi 
nedeniyle bazi siiregler degismis ve tibbi eldivenler neredeyse hepimizin vazge¢ilmezi 
olmustur. Bu ¢alismada eldivenin tarihsel siire¢te izledigi yollar ve gecirdigi degisimler 
incelenmistir. Inceleme alanlarimiz arasinda sporda ve is hayatinda kullanilan farkh 
modeller gibi 6rneklerin yaninda bunlarla ilgili gelisen moda akimlari da yer almaktadir. 


2. Eldivenlerin Cesitleri 

Eldiven her zaman bir giyim ihtiyacin: gidermekte kullanilmamistir. Kuzey Avrupa da 
soguk kis sartlarinda madenlerde galigsan madenciler ellerini kesikler ve styriklardan 
korumak i¢in eldiven kullanirlarmis. 

Eldivenin bazi anlamlan da vardi. Birini diielloya davet etmek isteyen, hemen elinden 
eldivenini ¢ikarip hasminin yiiziine firlatirdi. Yiiziine eldiven firlatilan sahis da eldiveni 
alip sahibine iade ederse, diielloyu kabul ettigi anlasilirdi. Evlenecek geng kizlara da 
gortciilerin eldiven hediye getirmesi Adetti. Krallara, hiikiimdarlara eldiven hediye 
getirmek de bir dostluk isaretiydi. 
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Gintimiizde yapilan isler ve ugrasilan hobiler ¢esitlendigi i¢in eldivenler sadece bir giysi 
olmakla kalmamis mutlaka kullanilmasi gereken kisisel koruyucu ekipman haline de 
gelmistir. 


2.1. Koruyucu Eldivenler 


El ve parmak yaralanmalarinin tiim endiistriyel kazalarin do6rtte birinden fazlasini 
olusturmaya devam ettigi tahmin edilmektedir. Yaralanmanin niteligi veya nedeni ne 
olursa olsun, igsverenler tarafindan dogru tiirde el korumasi saglanmasiyla bircok kaza 
Snlenebilmektedir. Ozellikle 1974 tarihli Is Sagi ve Giivenligi Yasasi tarafindan da 
belirtilen koruyucu giysi ve gere¢ saglama yiikiimliiligintin yerine getirilmesi gerekliligi 
ile yeni eldiven cesitleri gelismeye baslamistir. 

Saglikli bir kisinin elinin goriiniimii, bize onun yaptig: isle ilgili fikir verir. Toprakla, 
insaat isiyle ugrasan birinin ellerinin daha kasli ve iri oldugunu, daha gabuk yaslandigini 
goriiriiz. Bir dagcinin parmaklarinin olduk¢a giic¢lii gelistigini ressam, heykeltiras ve tig 
igi gibi alet kullanarak sanatsal ince is yapanlarda o aletin parmaklarda biraktigi iz fark 
edilir. Fabrikada ve maden ocaginda ¢alisanlarin elleri risk altindadir, koruyucu eldiven 
kullanmalidir. Saglikcilar da eldiven kullanir ancak onlarin kullandigi eldiven elin 
hareketini asla engellemeyecek gsekilde olmali, enjektér, bistiiri ve igneyle kolay 
zedelenmemelidir. Bu tip koruyucu eldivenlerin tasarimi sirasinda dikkat edilecek en 
O6nemli husus elin zarar gdrmemesi ve gerekirse yapilan ise gére elin desteklenmesi 
gerekliligidir. (Chatzioglou, 2017). 

Koruyucu eldivenlerin ¢esitlerine bakacak olursak su sekildedir. 

a) Kimyasallara Dayanikli Eldivenler; Mekanik etkiler ile asindirici, yipratici, zehirli 
maddelerle veya siirekli olarak su iginde el ile yapilan calismalarda kullanilir. 
Yapilan ig de kullanilan kimyasal ham maddenin cinsine goére eldivenlerin 
malzemeleri de farklidir. Bu tir eldivenler pamuk 6rgii tizeri kalin kaplamali 
olursa kesilmeye, asinmaya veya yirtilmaya dayanikli olmaktadir. 

b) Alcak ve Yiiksek Gerilim Eldiveni ( Elektrikgi Eldiveni); Elektrik islerinde en gok 
kullanilmasi gereken bir kisisel koruyucu malzeme eldivendir. Elektrikciler, 
elleriyle calisirken elektrik akiminin viicuda girmesine eldiven taktiklarinda engel 
olunmaktadir. Yalitkan eldivenlerin tizerlerinde kullanma gerilimleri ile 
yalitkanlik 6zelikleri belirtilmelidir. Lateks malzemeden yapilmis olup, et 
kalinligi gerilime gore 0.9 mm’ den 2.2 mm ye kadar de@isiktir. 

c) Yiiksek Isi_ Eldiveni_(Firin_Eldiveni); 400°C‘den 2000°C’ye kadar olan 
sicakliktaki ¢alismalardan asin sicaktan ve mekanik etkenlerden elleri korur. 
Ozellikle, itfaiye teskilatlarinda, dékiimhanede ve yiiksek firinlarda kullanilir. Bu 
eldivenler, cam elyaf tizeri aleminize kaplamali kumastan veya kege kumastan 
iiretilmistir. Iki veya bes parmakhi olarak yapilmistir. 


d) Celik Orgii Eldiveni (Kasape1 Eldiveni); Ozellikle, acm, metal ve ambalaj sanayi 
ile et kesim islerinde kullanilir. Kesilmelere, mekanik ve kimyasal etkilere 
dayanikli olmasi i¢in ¢elik tel tizeri naylon ve kevler kaplanmis 6zel bir iplikten 
dikissiz olarak 6riilmiistiir. 
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Atélye Isi Eldiveni; Mekanik etkilere (kesilmelere, piiriizlii ve keskin yiizeylere, 
delinmelere) karsi elleri korumada kullanilmalidir. El igi ve parmaklar kromlu 
deriden yapilmistir. Avug ici (ayasi) ilave deri desteklidir. El tistii ise branda 
kumastan yapilmistir. Kisa ve uzun kon¢ludur. 

Kaynakc¢i Eldiveni; Kaynakeimin, kaynak isinlarina (ultraviyole, enfraruj) kars1 
ellerini korumada kullamlir. Tamami kromlu deriden yapilmistir. Avug ici, 
mekanik etkilere (asinma, delinme, yirtilma) karsi deri takviyelidir. Kon¢lan 
uzundur. Standart boy, 46 cm dir. 

Parmak Koruyucular; Parmaklan, asindiran bazi islerde, pndmatik ¢eki¢ ve 
vibratérle yapilan ¢alismalarda, bilegi titresimden korumak icin deriden yapilmis 
bileklik kullanilir. Cam kesme islerinde kullanilan bileklikler, naylon veya kevler 
kapli celik ince tellerden 6riilmiistiir. 

Bilek Koruyucular; Kazma, delme islerinde, pnématik ¢eki¢ ve vibratérle yapilan 
caligsmalarda, bilegi titresimden korumak icin deriden yapilmis bileklik kullanilir. 
Cam kesme islerinde kullanilan bileklikler, naylon veya kevler kapli ¢elik ince 
tellerden 6riilmiistiir. 


Sekil 3. Koruyucu Eldiven Cesitleri 


Ww 
af Ny wa ih Dip 
ce pF 
Kolluklar; Atese, suya, 1sina, yakici ve asindirici sivilarin sigramasina kars1, cam 
kesme islerinde kolda meydana gelecek kesiklere kars1 kolluk kullanilir. Isinlara 
karsi olanlar deriden, asiri sicaga karsi olanlar aleminize kapli cam elyaf 
kumastan, yakici ve asiri sivilara karsi olanlarda plastik malzemeden yapilmistir. 
Tibbi_ Koruyucular; Tibbi Giivenlik Eldivenleri, saglik personeli ve 6n safta 


caliganlari biyolojik tehlikelerden korumak ve kontaminasyon riskini azaltmak 
lizere giyilmektedir. Tibbi amacli kullanilan eldivenler; lateks, politiretan veya 
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kaucuk malzemeden tiretilmektedir. Hastane ortaminda kullanilmasinin yan sira 
gida ve laboratuvar caligmalarinda da kullanilabilmektedir (Salmanli, 2021; 
https://www.showagroup.com/eu-tr/shop/7580). 


2.2. Spor Eldivenleri 

Yapilan spora gore cesitlik kazanan eldivenler sporcu i¢gin en 6nemli aksesuardir. Eli 
koruma fonkstyonunun yaninda yapilan spora gore elin kavrama 6zelligini de 
desteklemektedir. Gercek deri kullanilan sporcu eldivenleri oldugu kadar giiniimiizde 
silikon kaydirmazlarla desteklenen 6rme eldivenler de cok tercih edilen gruplarda yer 
almaktadir. 

Eldivenlerin sporda kullanim: spor tarihi kadar eski olabilmektedir. Ornegin boks bilinen 
en eski sporlardan biridir. Elbette boks insanin hayatta kalmak i¢in basit bir savunma ve 
ayni zamanda saldir1 mekanizmasi gelistirmesi gerektigi gerceginden Otiirii diger 
sporlardan ¢ok daha eskidir Bu spor antik ¢agda 6nce ¢iplak yumruk ile baslamistir. Daha 
sonra yumruklara deri kayislar sarilmaya baslamistir. Zamanla bu sargilarin yerini daha 
tehlikeli malzemeler almistir. Bunlardan biri Roma dénemindeki Ceastus’dur. Ceastus 
daha sonra tim yumruk ve 6n kolun biyiik bir kismim kaplayan eldiven sekline 
doéniistiiriilmtis ve en sonunda degiserek bugiinkti boks eldivenleri gelistirilmistir 
(imamolu&imamo$lu, 2018). 


Sekil 4. Bir Ceastus Orne3i, Sekil 5. Roma Dénemi Eldiven Sekil 6. Giiniimiiz 
Roma D6énemi Sarilmasi Boks Eldiveni 
_ -_ | 


’ 


Beyzboldan bisiklete, fitnessdan kayak sporuna kadar pek ¢ok bransa 6zel eldivenler 
gelistirilmis ve kullanim alan bulmustur. 


Sekil 7. Cesitli Spor Faaliyetlerinde Kullanilan Eldivenler 
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3. Eldivenlerin Boyutlandirmasi 


1834'te Grenoble'dan Zavier Jouvin adinda bir adam, eli en genis kismi olan parmak 
eklemlerinden dl¢erek bir eldiven boyutlandirma sistemi kurmustur. Parmak uzunluklari 
degigsmis ve eller genislikleri karsilastirnlarak gruplandirilmistir. Jouvin'in dél¢tim 
sistemine "Pied de Roe" veya "Kralin Ayagi" denilmistir ve Ingiliz ayak Olciisiinden 
yaklasik *%4 ing daha uzundur. Bu el dlciim sistemi, giintimtizde eldiven boyutlandirma 
igin hala kullanilan 6zel bir Slciim bandinin gelistirilmesi gerekmektedir. Eldiven 
boyutlari bu nedenle dl¢iimden etkilenmez ve genellikle 4 - 10 arti geyrek beden arasinda 
boyutlandirilir. En gok kullanilan el (genellikle kisilerin yazi yazdigi el) biraz daha biiyiik 
olma egiliminde oldugu icin d6lciilmelidir 
(http://web.archive.org/web/20010619100525/http://www.gloveassociation.com/measur 
ing/index.html). 

Erkek ve kadinda, farkli yas araliklarinda bir yapinin 6lc¢iimleri degisebilmektedir. Bu 
degisimlerin fizyolojik sinirlar iginde oldugunu sdyleyebilmek i¢in, saglikl kisilerde 
farkl yas araliklarinda yapilan 6lciimler kronolojik olarak ortaya konmaktadir. 


(http://web.archive.org/web/20010619100525/http://www.gloveassociation.com/measur 
ing/index.html.) 


Tablo 1. Eldiven Boyutlandirma Sistemi 


Small Medium Large 
Kadin | 6,5 7 8 
Erkek | 7,5-8 8,5-9 9,5-10 


Ayrica eldivenler kullanilan malzemeye gére de boyutlandirilir. Deri eldivenler su 
boyutlarda mevcuttur: 6, 6 %4, 6%, 6%, 7, 7 “ve 7 %. lyi bir uyum, iyi bir asinma saglar 
ve bir deri eldivenin uyumu, bir elbise giymek kadar 6nemlidir. Pamuklu ve naylon 
eldivenler su boyutlarda mevecuttur: 6, 6 4, 7, 7%. Orme eldivenler 'kiiciik', 'orta’ veya 
‘biiyuik' olarak siniflandirilir. Naylon iplik ve diger malzemelerin bir kombinasyonundan 
yapilan eldivenler veya eldivenler, 6 - 8 beden arasi herhangi bir ele uyacak sekilde 
esneyen ‘tek beden' bir eldiven tiretilir 
(http://web.archive.org/web/20010619100525/http://www.gloveassociation.com/measur 
ing/index.html). 

Eldivenlerinin boyutlandirilmasi ile ilgili bir diger konu da eldivenin kolda kapattigi 
mesafedir. Agagidaki ¢izelge bunlarin § detayli  g6rsellerini igermektedir. 
(http://web.archive.org/web/20010619100525/http://www.gloveassociation.com/measur 


ing/index.html). 
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Sekil 8. Eldivenlerin Uzunlugu ile [lgili Tanimlamalar 


¢ Omuz Uzunlugu 


Dirsek Ustii Uzunlugu 


Dirsek Uzunlugu 


Orta Onkol Uzunlugu 
| _ Bilek Ustii Uzunluk 


~ Bilek Uzunlugu 


v W 


4. Eldivenlerde Yeni Trendler 


Pandemi ile birlikte eldivenler giinliik hayatimizda vazgecilmez birer pargamiz oldu. 
Pandeminin uzun siirmesinden dolay1 medikal eldivenler yerine modaya uygun eldivenler 
kullanim bulmaya baslamuistir. 


2020'de 2,1 milyar dolar degerinde olan ktiresel akilli eldiven pazarinin 2021'den 2030'a 
kadar biiyiiyerek 2030'da 5,1 milyara ulasmasi beklenmektedir. Akilli eldiven, 
kullanicilarin sanal nesnelere daha dogal ve dogrudan dokunmasini ve galistirmasini 
saglamak i¢in tasarlanmis gelismis bir giyilebilir cihazlardir. Ayrica, akilli giyilebilir 
eldivenler, kullanici ellerinin hissedebilecegi hassas girdiler, 6zellikle de nesnelere 
dokunmay1 ve tutmay1 simtile eden kinestetik ve dokunsal geri bildirim saglryormus gibi 
yapmaktadir. Gelisen bu akilli cihazlar bir moda ifadesi, bir fitness takip¢isi, 6zel bir 
saglik endisesi izleme cihazi, bir medya cihazi olarak kullanilabilir veya diger dijital 
cihazlara baglanabilmektedir. 


Sekil 9. Dokunmatik Ozellii Olan Akilli Eldiven Sekil 10. VR teknolojiye uyumlu akilli eldiven 


Giyilebilir teknolojinin gelismesiyle birlikte, artan akilli eldiven cesitleri artmistir. 
Kullanilan sens6r teknolojileri ile isitme engellilere ve uzuv kayb1 olan kisilere ve diger 
ihtiyag sahiplerine yardimci olmaktadir. Ayrica sanal gergeklik (VR) teknolojisindeki ve 
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genel pazarindaki gelismeler 1s1ginda kullamlabilecek akilli eldivenler de galisilmistir 
(O'Flynn vd, 2015; Zou vd, 2020; Zhu, 2020; Chouhan vd, 2014). 


Sekil 11. islemeli Sekil 12. Motorcu Sekil 13. . Opera Tipi Sekil 14. Kapitone 
Eldivenler Eldivenleri 


Eldivenler 


Cesitli kaynaklardan 2023 yilina ait eldiven trendlerine bakacak olursak, “islemeli 
eldivenler”, “motorcu eldivenleri”, “opera tipi eldivenler”, “kapitone eldivenler” 
gibi kategoriler dikkat cekmektedir. 


(http://trendcouncil.com/web/index.php/layout/item/13959-fw23-gloves) 
5. Sonuc 


Sonug olarak, eldiven yiizyillardir hayatimizda olan eldiven artik kiyafeti tamamlayici bir 
aksesuar olmaktan ¢ikip kisinin giinliik ihtiyaclarini gerceklestirmesini saglayacak bir 
yardimc1 konumuna veya sanal ger¢eklik oyunlarinin vazgecilmez bir pargasina 
déniismiistiir. Cesitli zamanlarda kisisel koruyucu olarak da rol oynamaktadir. Ayrica 
kiyafeti tamamlama gérevi alan bu aksesuarin kendine 6zgii moda akimlan da 
olabilmektedir. 
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Kent Kavraminin Gorsel Yansimalari Olarak 


illiistrasyon ve Minyatiir! 


Dog. Dr. Semseddin DAGLI 
Akdeniz Universitesi Giizel Sanatlar Fakiiltesi Grafik Tasarim Boliimii 
Hanim Merve UZEREN 
Akdeniz Universitesi Giizel Sanatlar Enstitiisii Grafik Anasanat Dah 


Ozet 


Kent kavram tarihsel olarak sanatta yeni bir konu olmamakla beraber, hem illtistrasyon 
sanatinda hemde minyatiir sanatinda kullanimi gegmis yiizyillara kadar dayanmaktadir. 
Kullanildiklari yerler ve amaglari bakimdan minyatiir sanatinin, resim alanina ait oldugu 
diistiniilsede, illiistrasyon sanati ile birbirine oldukga benzeyen hatta ayni kategoride oldugu da 
varsayilan bir sanat alani olarak nitelendirilebilir. [lliistrasyonda da minyatiirde de anlatilmak ve 
aktarilmak istenilen mesaj veya herhangi bir konuya yonelik olarak verilmek istenilen bilginin 
gorsel bir anlatim yoluyla belgeleme veya aktarim1 s6z konusudur. Béylelikle de kent kavramina 
yonelik gérsel olarak calisilan illtistrasyon ve minyattirler sayesinde kentin tarihsel stirecine de 
taniklik olma firsati yakalanilabilir. 


Kent kavraminin gérsel yansimalan olarak illtistrasyon ve minyatiir kullanimlan sayesinde 
kentin dogasi, cografyasi, insanlar1, hayvanlan, binalar1 ve giinlik yasama dair ipuclarini 
gésterme imkanini elde ettigimiz bu alanlar ile birlikte gerek yasanilan gerekse gezip gériilen 
veya gidilmesi hayal edilen kentlerin gérsel bir tasarrm dilinde aktarimimin saglamildigi 
soylenebilinmektedir. Bu duruma bagh olarak da illtistrasyon ve minyatir kullanimlan sayesinde 
her kente y6nelik ayristirici1 g6riintimler ortaya ¢ikmaktadir. Bu gértiniimler sayesinde de her 
kente yonelik kaynak niteliginde gérsel materyallerinde olustugundan bahsedebiliriz. Buna 
yonelik olarak ise bu galigma da kentin gérsel olarak illtistrasyon ve minyatiir olarak ele alimisinin 
uzerinde durulmustur. Tarihsel baglamda yapilan veri ve doktiman analizleri sonucunda diinya da 
ve Tirkiye de kentlerin illtistrasyon ve minyatiir olarak ele alinis bicimleri igeriksel ve betimsel 
bir inceleme anlayis1 dogrultusunda bu cgaligsmada aktarilmaya ¢alisilmistir. Nihai olarak bulunan 
bulgular dogrultusunda diinyada 15. yiizyildan sonra Tiirkiye’de de 16. yiizyildan sonra kent 
kavramina y6nelik olarak illiistrasyon ve minyatiir kullanim anlayisina rastlanilmistir. Bu 
baglamda bask: tekniklerinin de ortaya ¢ikis1 ile bu stirecin olustugundan da bahsedebiliriz. 


Anahtar Kelimeler: kent, kent kavram1, illiistrasyon, minyatiir 


'* Bu bildiri yaymnlanmamis olan “Kent [lliistrasyonlarinin Kullanim Alanlar1 Acisindan Incelenmesi 
(Antalya Ornegi)” baslikli yiiksek lisans tez ¢alismasindan tretilmistir. 
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Illustration and Miniature as Visual Reflections of the 


Concept of the City 
Assoc. Prof. Semseddin DAGLI & Hanim Merve UZEREN 
Abstract 


Although the concept of the city is not a new subject in art historically, its use in both 
illustration art and miniature art dates back to past centuries. Although miniature art is thought to 
belong to the field of painting in terms of the places where they are used and their purposes, it can 
be described as an art field that is quite similar to the art of illustration and even assumed to be in 
the same category. In illustration and miniature, there is a document or transfer of the information 
desired to be given to the message to be told and conveyed or to any subject through a visual 
expression. Thus, thanks to the illustrations and miniatures that are visually studied for the 
concept of the city, the opportunity to witness the historical process of the city can be caught. 


Thanks to the use of illustrations and miniatures as visual reflections of the concept of the 
city, it can be said that these areas, where we have the opportunity to show clues about the nature, 
geography, people, animals, buildings and daily life of the city, as well as the transfer of the cities 
that are lived and visited or dreamed of being visited in a visual design language. Depending on 
this situation, thanks to the use of illustration and miniature, distinctive views for each city 
emerge. Thanks to these appearances, we can say that it is formed in the source visual materials 
for each city. To this end, this study focused on the visual illustration and miniature treatment of 
the city. As a result of the data and document analyzes made in the historical context, the 
illustration and miniature treatment of cities in the world and in Turkey were tried to be conveyed 
in this study in line with a contextual and descriptive examination approach. In line with the 
findings found in the world, after the 15th century in the world, after the 16th century in Turkey, 
the concept of illustration and miniature use for the concept of city was encountered. In this 
context, we can also say that this process has occurred with the emergence of printing techniques. 


Keywords: city, city concept, illustration, miniature 
1. Giris 


Kentler tarihsel agidan pekcok degisime ve gelisime tamiklik eden yasganilan ve fiziki 
acidan da oldukg¢a canli olan, toplumsal gelisim ¢ergevesi igerisinde de insanlarin birgok 
ihtiyaclarinin (yerlesme, barinma, eglenme, yeme-i¢me, ¢alisma vb.) karsilandig1 yasam 
alanlar1 olarak nitelendirilebilir. Kent kavraminda ise; kenti sadece fiziksel veya 
niifusunun yogunluguna gére tantmlamak dogru olmayabilir, kent birgok a¢gidan ¢ok 
yonlii olarak ele alinabilir. “Kent kavraminin tek bir tanimla acgiklamaya ¢alismak 
belirtildigi tizere kentin ¢ok boyutlu bir unsur olmasi ve farkli zaman dilimlerinde, 
toplumdan topluma degismesi sebebi ile oldukga giictiir” (Hayta, 2016: 166). 
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Tarihsel gelisim i¢ginde kentin kavramsal degisimi devam etmis, geg¢mis dénemlerde 


Woot Wott 


"cite", "polis", "medine" ve "kent" gibi az gok yakin anlamlarda kullanilan kavramlarin 
yerini, bugiin "bourg", "ville", "city" ve "urban" kelimeleri almistir. Ote yandan, sosyo- 
ekonomik gelismelere bagli olarak, kent kavraminin iceriginde de 6nemli degismeler 
yasanmis, eski dénemlerde "kale" veya "sur" kent kavramini tanimlamada 6nemli bir 
kriter olarak kullanilmistir (Topal, 2004: 277). Bir kenti olusturan 6gelerin biitiini, 
kentsel dokuyu olusturmaktadir. Kentsel dokuyu olusturan elemanlarin mekan, form, 
renk, isik, su, doga gibi etmenlerden olustugu ve bu birlesim sonucu kentin fiziki 
yapisinin sekillendigi gériilmektedir. Insan 6gesi de bu birlesimle birlikte kentin ana 
eksenini olusturmaktadir. Biitiin bu etmenler sanatin terminolojisi ile yakin bir iliski 
i¢indedir. Bu durum kentsel mekanlarin bir sanat yaratmasi olarak ele alinmasini olanakli 
kilmaktadir. Kentlerinde bellegi vardir, sanatci da bu bellegi algiya, algiy1 da bi¢ime 
doéniistiiriir (Altintas ve Eliri, 2005: 63,64). 


“Kentler, uygarliklarda dogmus, uygarliklari dogurmus ve kendinden sonra gelen 
uygarliklara da bir yol haritas1 olmustur. O halde, kentin tarihinin insanligin, uygarligin 
tarihi oldugunu ve uygarligin, tiim izleri ile kent yerlesimlerinde varligini korudugunu 
sdylemek olasidir” (Ugurlu, 2010: 25,26). Bédylelikle de kentlere gore birgok acgidan da 
pek ¢gok alana yonelik kaynak niteliginde bilgilerin veya gérsellin olusumunun saglandig1 
da s6ylenebilir. 


Kentler, yaraticiligi ve hayal giiciinii tesvik eden uyarici alanlardir. Kent sanatginin ilhami 
igin sayilamayacak Olciide argiimanlarla dolu bir kaynaktir. Gérsel gevre olarak kent 
dokusu, iginde 6nemli islevlere sahip olan yapilar, kentsel yasam tarzi, toplumsal ve 
kisisel yonden bir kiltiir tirtinti olduklan kadar, sanatgilar igin de uygulama ve yaratim 
alanlari ve sanatcilari etkileyecek bol malzeme igermektedir. Bu sadece, sergilenen sanat 
eseri yoluyla degil, mekanin tiim estetik elemanlari; Yapi cepheleri, sokaklar ve 
meydanlar, kentsel agik alanlar, parklar ve kent mobilyalari, sosyolojik olarak bireyin 
mevcudiyetinde yer alan ve yasadigi cevreye yansittig1 yalnizlik-kalabalik, birey olma 
cabasi-sosyal olma zorunlulugu, 6zgtirliik-kisitlanmishk, sanatin merkezi olma-kaos, 
hizi wretim hizli tiketim, géz boyama- inandiricilik, sinirsizlik-gdzetlenme gibi 
sayilamayacak kadar ¢ok problematik olgularin gérsel etkiye déntismesi malzemeyi daha 
da artirmaktadir. Bu olgular gérsel gevrenin O6nemli estetik unsurlarinin olusturdugu 
kompozisyonlardir (Altintas ve Eliri, 2005: 65). Kentsel dokuyu olusturun bu argiimanlar 
sanat¢inin da tasarrm unsurlarim olusturmasinda kaynaklik etmektedir. 


Hayatin dinamizmini yansitan kent, igerisinde bulunan unsurlarla, kitlesel iletisimin 
gerceklestigi mekandir denilebilir. Gérsel iletisim yéniinden kent kavrami, sosyo- 
kultiirel, cografi, mimari, tarihi ve turistik unsurlara ait goérsel imgeleri icinde 
barindirabilir. Bu agidan bir kentin, diger kentlerden ayrisan farkliliklara sahip oldugu 
sdylenebilir. Baska bir deyisle; her bir kent, kendine 6zgii 6zelliklerle dikkat ¢ekmektedir 
(Ozer, 2022: 44). Kent kavraminin, kimliginin ve kentsel dokusunun olusmasinda gérsel 
olarak kullanilan illiistrasyon ve minyatiir birgok agidan farkindalik yaratan sanat alanlari 
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olarak ele alinabilir. Buna y6nelik olarak da her kente yonelik olarak farkh farkh 
ayristiricl1 gérsel goériintimler ortaya ¢ikmuistir. Kentin unsurlarinin goérsel olarak 
illiistrasyon ve minyatiir ile ifade edilmesi sehrin tanimlanmasi ve tanitilmasi acisindan 
da oldukca 6nemlidir. Kente y6énelik yaziya dayali bilgilerdense godrsele dayali 
tanimlama ve ac¢iklama, kent kimligi a¢isindan da daha anlasilir bir dilin olusumunu 
saglar. Gorsele dayali tanimlama ve agiklama ise illiistrasyon, minyatiir ve fotografin 
kullanim ile saglanabilir. 


Bu calismanin amaci ise; kent kavraminin gorsel bir anlayis dogrultusunda, illtistrasyon 
ve minyatiir sanati ile ifade edilmesi tizerine, tarihsel baglamda diinyada ve Tiirkiye’de 
konu olarak ele alinisi tizerine durulmustur. Kent kavrami olduk¢a genis bir konu olmakla 
birlikte, toplumsal olarak da birgok etkilesimin yasandig1 yerlesim alanlaridir. Tarihsel 
acidan kentler birgok siireci toplumla birlikte yasamis ve atlatmistir. Bu stirecler olumlu 
ve olumsuz bir sekilde ele alinabilir. Orne%in; giincel olarak diinyanin da halen atlatmaya 
calistig1 covid 19 salgini bu duruma 6rnek niteliginde verilebilir (Sekil 1). Kentlerin adeta 
sessizlige biirtindtgii insanlarin sokaga ¢ikmadig1 bu zamanlarda, kentler fiziksel agidan 
toplumsal olarak insanlarla etkilesimi minimum diizeyde ilerliyordu. Kent olumlu veya 
olumsuz sartlariyla, insanlariyla kenttir. Bu etkenler g6z Oniine alinarak illiistrasyon ve 
minyatir olusumu saglanabilir. 


iSTANBUL 


Sekil 1. istanbul Life Ekim say1si, [lliistrasyon: Berat Pekmezci, 
(https://istanbullife.com.tr/dergide-bu-ay/istanbul-life-mayis-sayisinda-neler- 
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2. Yontem 


Bu galigmada literatiir taramasi yapilmis olup gerekli veri ve dokitiman analizi sonucunda 
hem iceriksel hem de betimsel bir ¢alisma anlayis1 dogrultusunda, kent kavraminin gérsel 
yansimalart olarak illiistrasyon ve minyatiir sanatina y6nelik olarak dznel 
yorumlamalarinda yapilmasi saglanilarak, bilgi aktarrminin gercgeklesmesi ve kaynak 
niteliginde bir ¢alisma olmasi amaclanmuistir. 


3. Illiistrasyon 


“Tarih 6ncesi caglardan beri hayatta kalma ve birlikte yasamanin baslica kosulu olan 
iletisime bir diizen, kolaylik ve acgiklik getirmek isteyen insan, diisiince ve kavramlara 
gorsel bir anlatim kazandirmanin yollarim arastirmistir” (Bektas, 1992: 5). Illiistrasyon 
kitleye sadece gorsel yolla bir izlenim birakmakla kalmayrp, iletisim kurmaya ve mesaj 
iletme kaygis1 ile toplumu bilgilendirmeyi de kendine amag edinmistir. 


Sanat eseri olarak, illiistrasyon genellikle etkileyici, kisisel olarak ilham verici ve giizel 
bir sekilde hazirlanmistir, ancak sanat ugruna sanatin aksine, dogasi geregi bir fikre 
hizmet eder ve genellikle belirli bir kitleye belirli bir seyi iletmeye ¢alisir. [lliistrasyon 
genellikle yazili veya s6zlii bir metne eslik ederken veya atifta bulunurken, bagimsiz 
olarak da calisabilir. [lliistratér, kelimelerin yalmizca genel olarak gésterebilecegi seyleri 
gorsellestirmek zorunda oldugundan, illiistrasyon, tipki yazmanin yaptig1 gibi, anlamdan 
kaynaklannr. I[lliistrasyon, gésterilecegi gibi, cok cesitli geleneksel ve dijital araclarla da 
yapilabilir (Doyle, Grove ve Sherman, 2018: 27). Illiistrasyon bir kavramu, siireci veya 
bir hikayeyi agiklayan sanat alanidir. Bir molekiliin bilimsel bir illtistrasyonun 
calisilmasi gibi bir amaci olabilir veya bir cocuk resimli kitabindaki hikayeye eslik 
edebilir. Ayni zamanda tamamen dekoratif olabilir, desenli bir yatak Ortiisti gibi. 
[lliistratérler bir konu hakkinda bireysel bakis acilari saglar. [lliistratérler sadece bir 
fotograf ¢ekmek yerine, bir konuyu temsil etmek i¢gin bir ortam (¢izim, resim, kolaj vb.) 
ve stil (soyut, gercekci, tuhaf, naif vb.) secerler (Beier, 2019: 3). Tarihsel olarak 
illiistrasyon sanatinin siireci: magara resimleri d6nemi, stimer kil tabletleri, hiyeroglifler 
dénemi, orta cag el yazmalar dénemi, perspektif d6nemi, blok kitaplar d6nemi ve sonras1 
olarak ele alinabilir. Olduk¢a uzun bir ge¢mise sahip olan illtistrasyon sanati gecmisten 
giintimtize degin kendini yenileyen bir sanat dali haline gelmistir. 


llliistrasyon kitleye sadece gorsel yolla bir izlenim birakmakla kalmayrp, iletisim 
kurmaya ve mesaj iletme kaygisi ile toplumu bilgilendirmeyi de kendine amag edinmistir. 
[lliistrasyon olusum siirecinde ise; tiir ve teknik olarak bircok alana hizmet etmektedir. 
Konu bakimindan oldukg¢a genis bir yelpazeye sahip olan illtistrasyon her gecen yil 
kendini yenileyen gelistiren bir sanat dali haline de gelmektedir. [lliistrasyon tiirleri; 
reklam illiistrasyonu, basin yayin illitistrasyonu (editoryal illiistrasyon), bilimsel ve teknik 
illistrasyonlar, kent illtistrasyonlan, kiiltiirel illtistrasyonlar, moda illiistrasyonlari ve 
bilgi grafigi illistrasyonlar1 olarak ayirabiliriz. Mantik olarak yapilan  sanat, 
illiistrasyondur degigen tek sey konu ve kullanilan tekniklerdir. Bundan dolayi da 
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illiistrasyon eskimeyen aksine kendini yenileyen ve gelistiren bir alan olarak ele alinabilir. 
Kent kavraminin illtistrasyon olarak ele alinmast ise tiir olarak kent illtistrasyonlari baslig1 
altinda da ele alinabilir. 


Kent g6riintiisii ilk zamanlar resimde hiyerarsik olarak arka fonda bulunurken bu anlayis 
yavas yavas eritilmistir. Boylelikle de kent, resimlerin ana konusu olarak var olmaya 
baslamistir. Sehir manzaralari sanat tarihinde de pek cok akima konu olmustur. Kent 
kavramina yonelik illtistrasyonlarin tarihsel olarak temel baslangi¢ noktasinin duvar ve 
manzara resimleri ile basladigini sdyleyebiliriz. 15. yiizyil 6ncesi dénemlerde baski 
tekniginin daha tam olarak gelismedigi zamanlar da sanatcilar, sehir manzaralarini 
realisttik olarak resimsel caligsmayi tercih etmistir. D6nemin olanaklari geregi ¢oklu 
tiretim anlayis1 sinirli olmakla birlikte eserler el ¢izimi teknigi ile olusturulmustur. Ancak 
yapilan isin birebir aynisini ortaya koyma gibi bir durum ¢ok mimkiin olmamistir. 


Tarihte pek cok gelismeye de Gnctiliik eden Uzakdogu, baski alaninda da ilk basim 
yontemi olan mermer kabartma yazi ve sekillerin tistiine yas kagit baskilanmasi ve 
ardindan kagitlarin mtirekkeplenmesi y6ntemi, tig yiiz elli yil sonra degiserek yerini a&a¢ 
baski tekniginin kullanimina birakmistir. Boéylelikle de Cinlilerin bu deneyimleri 
Avrupa’ya da isik tutarak baski tekniginin gelismesini saglamistir. Grafik tasarim 
alaninda da ilk grafik baskilar aga¢ baski y6ntemiyle yapilmistir. 


Sekil 2. Katsushika Hokusai (Japanese, Tokyo (Edo) Edo'daki Nihonbashi (Edo 
Nihonbashi), Fuji Dag1'nin Otuz Alt: Manzarasi (Fugaku sanjirokkei) serisinden (1830- 
32) Agag bask; kagit tizerinde mtirekkep ve renk. (Met Museum Art Collection) 


Baski tekniklerinin gelismesi ve cesitlenmesiyle birlikte farkli tiirlerde ve tekniklerle 
cogaltilmis illiistrasyonlara rastlanilmistir. Her basim tekniginin illtistrasyona yarattig1 
etki farklidir. Sanatginin baski sonucu cikan isi de oyma veya kazima derecesine gore 
farklilik géstermektedir. 19. yizyildan sonra ise kuskusuz ki illiistrasyon tarihinin en 
Onemli gelisimi siireli yayinlara girisiydi denilebilir. Bu gelisim gazete ve dergi alaninda 
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seri Uretimi de beraberinde getirmistir. Kent kavramina yonelik olarak dergi ve gazete 
sayfalarinda illiistrasyonlara yer verilmeye de baslanmistir. Ozellikle basim tekni&i olarak 
graviir yOnteminin kullanildigi tespit edilmistir. (Magasin Pittoresque, Silicon Valley, 
The New Yorker, The Peny Magazine, Musee Des Familles) Gazete alaninin tigtincti 
kusaginda ilk yayimini vermis olan The Illustrated London News kent kavrami 
illtistrasyonlarinin, yogun olarak kullanildigi dénemin popiiler ve cok satan 
gazetelerinden biridir. Kullanilan teknik diger dergi ve gazetelerde oldugu gibi graviir 
basim teknigidir. 


MUSEE DES FAMILLES MUSEE DES FAMILLES 


GALERIE DU IEG: mitre = PORTRAITS DE NOS PERES. PARIS ANCIEN ET NOUVEAU. 


LA THINITS. 


Sekil 4. Musee Des Familles Dergisi sayfa goruntileri (soldaki sayfa: 1859 sagdaki 
sayfa:1867, (https://iris.univ-lille.fr/handle/1908/2562) 


Sekil 3. The Illustrated London News dergisine ait kent illistrasyonu 
igeren sayfa Ornekleri (1845- 7.cilt) (Google Books) 
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Sekil 5. Saul Steinberg, 20. Yizyila ait illistrasyon Ornekleri 
(https://www.posterlounge.com/artists/steinberg/, 


Kent temasi artik sadece portrenin arkasinda bir manzara olmaktan ¢ikarak resim ve 
grafik tasarimda farkli ¢izim tarzlariyla degisime ugramistir. Zamanla da bircok dergi, 
kitap, afis, gazete vb. bircok grafik tasarim trinlerinde kent illiistrasyonlari yerlerini 
almaya baslamistir. Ondokuzunca yiizyildan sonra ise bir diger gelisme olan fotografin 
icadi ile illiistrasyon kullaniminda bir gerileme yasansa dahi tam bir ¢dktisten s6z etmek 
miimkiin degildir. Giintimiizde ise kent kavramina yonelik olarak isler tireten birgok 
illustratére ve sanatgiya da rastlanilmistir (Stephen Wiltshire, Stefan Bleekrode, Louis 
Biedermann, Sunga Park, Hugo Barros Costa, Ian Fennelly, Maxwell Tilse, Vincent 
Mahe, Carlo Stanga vb.). [llustratérlerin her birinin de kente yénelik olarak bakis acilari 
da birbirinden cok farklidir. Sekil 5’te de gériildiigii tizere iki illustratériin kenti ele alis 
bicimi ve teknigi farklidir. Louis Biedarman genel olarak illiistrasyonlarinda kentlerin 
gelecekteki hallerini hayal ederek grafit kalem teknigi kullanarak olusturmaktadir. 


Sekil 6. Louis Biedermann (sol) ve Sunga Park’a (sag) ait illistrasyon Ornekleri 
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Sunga Park ise arastirmacinin kisisel olarak ger¢eklestirdigi gériismesi sonucunda 
illtistrasyonlarinda kent konusunu neden isledigini ve ele alis bigimi ile ilgili su yanitlari 
vermistir: Seyahat edemedigim icgin bana ilham veren sehirleri ve tilkelerin 6zlemlerini 
onlar1 gizerek ve sulu boya teknigi ile boyamasini yaparak kendimi daha iyi 
hissediyorum. Hafiza birgok yonden illiizyon gibidir. Herseyin ¢ok net ayrintilarini 
ezberlemeye tamamen yetenekli insanlar elbette vardir, ama maalesef gogSumuz onlardan 
biri degiliz. Bence miikemmel degiliz, her zaman bircok seyi O6zleriz. Isler 
tamamlanmadiginda ve miikemmel olmadiginda daha cok insan gibi hissedebiliriz. Sanat 
eserlerimin bitmemis kisimlari, insanlarin zihnini gezdirip kendi eserlerini doldurmalari 
icin bir alan saglayabilir. Sonug olarak hayal giiciimiiz sayesinde bunu yapabiliriz (H.M. 
Uzeren, kisisel iletisim, 2021). 


Kent kavramina yonelik olarak olusturulan illiistrasyonlarda sulu boya ve grafit kalem 
teknigi disinda bircok tekniZin kullanimina rastlanilmistir. OrneZin; Michael David 
Brown’a ait sekil 7’de bulunan illiistrasyon kolaj teknigi ile olduk¢a da realist bir bakis 
acisi ile olusturuldugundan bahsedebiliriz. Illustrator sadece kolaj teknigini de kullanmak 
disinda birg¢ok teknigi de kullanarak kolajlarini olusturmaktadir. “Gigli bir grafik 
duygusu ve benzersiz bir tuhaflikla, yirtik ve kesilmis el yapimi kagitlar ve elyaflar, 
kumas Ornekleri ve cesitli bulunan malzemeleri kullanarak ¢arpici kolajlarini 
yaratmaktadir. Siklikla sulu boya, akrilik, kalem ve miirekkep, gukur bask: ve graviirler 
de cgalisiyor ve bunlari birlestiriyor” (Michael Brown Sanat Acilisi, 2018). 


Sekil 5. Michael David Brown, Realistic collage: step by step 
kitabinin 91. Sayfasindan alinmistir. 


Giiniimiizde de gelisen teknoloji ile beraber illiistrasyon kullanimi giderek yiikselen bir 
ivme kazandigindan bahsedebiliriz. Grafik tasarim alani cerg¢evesinde bulunan birgok 
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liriinde de (afis, basin yayin alam, yeni medya alan, kartposttal, ambalaj tasarimlarinda 
vb. bircok) kent kavramina yonelik illiistrasyonlara rastlanilmuistir. 


I'A REALLY FROM 


Sekil 6. Drago5 Reklam Ajansinin Asyali Amerikalilarin gergekte nereli oldugunu gésteren 
‘I'm really from” seyahat posterleri. (https:/Avww.itsnicethat.com/news/droga5-asian- 
american-federation-im-really-from-illustration-251121,) 


Ornegin; Drago5 reklam ajansi, kente dair illiistrasyonlari poster haline getirmis olup 
Asya karsitt olumsuz su¢lamalara yonelik olarak yanit niteliginde bir kampanya 
baslatmistir (Al-Dujaili, 2021). Reklam ajans1 burada Asyali Amerikalilarin korktugu bir 
soru olan “Gergekten Nerelisin?” sorusunun yanitina yOnelik olarak edinilen bulgular ile 
hareket ederek kent illiistrasyonlarini poster halinde olusturmustur. 


4. Minyatir 


Minyatiir terimi, orta ga Avrupasinda yazma kitaplarin béliim baslarina yapilan 
tezhiplerde (stislemelerde) bas harfleri vurgulamak amaciyla kullanilan kirmizi boya 
minium’ dan tiiretilmistir ve s6z konusu tezhipler tanimlar. Daha sonralari Latince miniare 
kékiinden tiiretilerek Italyancaya miniatura, Fransizcaya miniature biciminde gecip 
zamanla yazma kitaplarmdaki resimleri ifade etmek igin kullanilan terim, Tiirkceye Bati 
dillerinden girmistir (Giiney ve Gtiney, 2000: 115). Minyatiiriin en biiyiik 6zelligi, 
yansitilmak istenen konunun tamaminin eksiksiz bir sekilde aktarrmidir. Bundan dolayida 
minyatiirlerde, perspektif kullanimina rastlanilmaz, uzaklik ne boylar ne de renk ve 
golgelerle belirtilir; boy kisinin sayginligina gére artip azalmaktadir. On planda olanlar 
kagidin alt tarafina, geridekiler ise ist tarafina dogru yerlestirilir. Biitiin figiirler, 
birbirlerini timti ile kapatmayacak tarzda diizenlenir. Konu mesafe farki g6zetmeksizin 
en ince ayrintilarina kadar islenir. Turk minyatiirlerinde renk genellikle soyutlama araci1 
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olarak sade, parlak ve gélgelerden ayristirilmis olarak kullanilmaktadir (Keskiner, 8-9). 
Minyatiire baslamadan 6nce yapilacak konu hakkinda 6n hazirlik yapilmali ardindan 
iglenilecek olan konu ile ilgili eskizler kagida ¢izilmelidir. Yanlislar var ise diizeltilmeli 
ve aharli kagit tizerine ¢izimin alinmasi gerekir. Osmanli minyatiir sanatinda bu 
asamalardan gecerek minyatiir resimleyen kisilere de “Nakkas” adi verilmistir. Konuya 
iliskin olarak kent kavramina 6zgii olarak calismalar cikartan Matrakc¢1 Nasuh, Nusret 
Colpan ve Osman Sakir Efendi 6nemli nakkaslarimizdandir. 


Minyatiir gelenegi Tiirklerde, Orta Asya’da Uygurlar (745-840; 840-1300) déneminde 
ortaya ¢iktigi anlasilmaktadir. Bugiine kadar ulasan bazi minyatiir yaprak pargalart ise, 
bu dénem kitap resminin sekillenisinde Manihaizm’in etkili oldugunu gésterir. Alman 
arastirmaci A. Von Le Coq’un Hoco’da yaptigi kazilar sirasinda bulunan minyatiirlii 
Manihaist yazma _ yapraklari, bugiin Berlin Devlet Miuzeleri kolekstyonunda 
korunmaktadir (Mahir, 2017: 31). “Tiirk Kitap resimlemeciliginin kékleri Uygur 
Tiirkleri’ ne kadar uzanir o dénemlerden giintimiize kalan resimli ve minyatiirlii kitaplar, 
Tiirk kitap resimlemeciliginin ¢ok eski tarihlerden beri var oldugunun géstergesidir” 
(Sagan, 1998). Minyatiir sanatinin tarihsel agidan kéklii bir gegmise sahip oldugu ve 
illiistrasyon sanatina da kaynak olusturdugu gériilmektedir. Resimleme sanati ve 
minyatirtin de olusumunda Uygurlarin olduk¢a biiyiik katkisinin olduguda béylelikle 
soylenebilir. Uygur devletinin dagilmasindan sonra ise ilk islam minyatirleri k6keni Orta 
Asya Tiirk sanatinan dayanan Selcuklu Tiirkleri tarafindan olusturulmustur. Islamliktan 
sonra ise minyatiir sanati ancak Selguklu déneminden itibaren incelenebilinmistir. 
Tiirklerin Anadoluya gé¢ etmesiyle birlikte daha 6nce bu topraklarda yasamis olan 
Anadolw’nun etkisi ile Tiirk’e 6zgii Anadolu Selcuklu sanati olusmustur. Béylelikle de 
Tiirk resimleme sanati, Anadolu Selguklu zamaninda gelisir ve Osmanli déneminde de 
doruguna ulasir. ilk resimleme sanati drnekleri ise resimli kitaplardir, minyatiiriin 
buradaki rolii; kitap sayfalarina metni agiklamak amaci ile konulmus olmasidir. 


“Minyattirler tek olmalari agisindan resim sanati kapsaminda diistinilse de kullanildiklari 
yerler, ama¢ ve konularina  bakildiginda _tartismasiz illiistrasyonlardir. Bugiin 
illiistrasyon grafik tasarrm icinde yer alan ve farkli yerlerde farkli amaglarla kullanilan, 
degisik teknikler uygulayan bir alandir” (Selamet, 2011: 245). Kitap resimlemelerinin 
gorsel igerigini olusturan ve anlatilmak istenen konunun kolay algilanmasini saglayan 
illistrasyonlar minyatiir olarak nitelendirilmektedir. Kuskusuz ki minyatiir sanati Tirk 
illiistrasyon tarihinin ¢ikis noktalarmdan diyebiliriz. Bu ¢alismada ise illiistrasyon ve 
minyatiir sanati ¢ergevesinde konu olarak sadece kent kavrami tizerinde durulmustur 


Anadolu kent minyatiir ve graviirleri de kentin dogasi, cografyasi, insanlar1, hayvanlar1, 
binalari ve giinliik yasama dair ipuclarinit gésterme ve anlamlandirma bicimidirler. 
Ayrica, o ddnemin yasam imgelerinin kiiltiirel veri olarak degerlendirilmesinde de 6nemli 
bir g6érsel malzemedirler. Anadolu kent gériintimleri ekseninde yapilan bu minyatiir ve 
gravirler, farkli g6rme ve anlamlandirma pratigine sahip 6nemli birer belgedirler. El 
yazmasi kitaplardaki konulari agiklayan ve hatta siisleyen minyatiir resimleri ve yine el 
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yazma kitaplar igin yapilan graviir resimler ile karsilastirdigimiz da kurgulanis mantig1 
ve sunumu acisindan 6nem tasirlar (Azeri, 2017: 456). 


16.yy’lin bilinen 6nemli sanat adamlarindan biri olan Matrakg1 Nasuh kent imgesi adi 
altinda caligsmalar cikaran 6nemli nakkaslardan biridir. “Matrakc1 Nasuh’un minyatiir 
anlayisi onu cagdas olarak 6ne cikardigi bir gergektir. Bu gergeklik onun hem bilimsel 
kisiliginin hem de sanata yakin olan resimleme tislubunun bir sonucudur” (Ay, 2016: 65) 


Sekil 7. Matrakg: Nasuh "Bagdat" kent minyattirti ( https:/,www.art- 
his.com/matrakci-nasuhun-kent-mimarisine-bakan-tasvirleri/ 


Sanatsal yaklasimlartyla evrensel bir sanat¢1 olan Nasuh’un ¢ok yonli kisiligi ve kendini 
bircok farkl alanlarda gelistirmesi, tirtinler cikarmasi bu adlandirilmanin hakkini fazlaca 
verdiginin kanitidir denilebir. Nasuh sadece kentlerin minyatiirlerini olusturmakla 
kalmayip aslinda kentlerin portlerini de olusturmaktadir. Eserlerinde fuzili birgok 
ayrintidan uzak kent igin en 6Onemli formlar tizerine yonelerek minyatiirlerini 
olusturmustur. 


Figiir kullanimi yasaklanmayan minyatiirlerde, insani yasam izlerini figiir kullanmadan 
basarili bir sekilde hissettirmesi, Matrak¢1 Nasuh’un giiclii sanatci kisiliginin bir 
sonucudur. Gézlem ve ¢éziimleyici gértis agisin1, matematiksel olarak ele alip birlesimini 
saglayan Matrak¢1 Nasuh, analitik bakis acisini biitiin eserlerinde sezdirmektedir. (Ay, 
2016: 65). 


Bir yandan da fazla ayrinti vermeyen ve gereksiz buldugu anitlar1 dahi ayiklayan, bazi 
yapilar1 da taslak gibi sadelestirerek gésteren bu eserler, gdzlemlenen ger¢ek varliklarin 
bile gercek optik gériintisiinti degil, bi¢im acisindan bu varliklarin kavramini 
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yansitmaktadir. Bu durumdan dolayi, biitiin Islam minyatiirleri gibi bu gérsellerde 
kavram resmidir (Ank, 1988: 5-6). 


Lee 
Gye 
f 


= 
= 
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Sekil 8. 1537 yilinda Matrakg: Nasuh tarafindan olusturulan bir minyatitir 
érnegi. Mecmu’! Menazil eserinde yer almaktadir. 


Minyattir alaninda tirettigi eserlerde kenti konu edinerek tasvirler olusturan bir diger 
Onemli sanatcimiz ise Nusret Colpan ve Osman Sakir Efendi’dir. Nusret Colpan 
calismalarinda Kanuni déneminde yasamis olan sanat¢i Matrak¢1 Nasuh’un tislubunu 
benimsemistir. Calismalarinin biiyiik bir béliimi Istanbul’un cesitli bélgelerinin 
tasvirlerini igermektedir. 


= 


Sekil 9. 75 Nusret Colpan, Turkiye Minyattiru adi galismasi (http:/nusretcolpan.com/nusret- 
colpan-turkiye-minyaturleri-tablolari-eserleri-suluboya-resimler-sanat-ar?/,) 
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“Nusret Colpan’in tilkemizin bir¢ok sehrini calistig1 minyatiirlerinde; o bélgenin iklim, 
tabiat ve dogal 6zelliklerini, cografi dokusu ile 6nemli tiim tarihi eserlerini dogru olarak 
tek parcada gérmeniz miimkiindiir. Ankara, Iznik, Bursa, Canakkale, Divrigi, Konya ve 
daha birgok sehrimizi caligmistir” (Anmag, t.y.). 


Bir baska degerli sanatgimiz olan Osman Sakir Efendi ise bir¢ok alana hakim olmakla 
birlikte hem notlarryla hem de ¢izdigi minyatiirlerle alisilmisin disinda bir Anadolu 
portresi ortaya koyuyor. Seyahat notlarindan veya hatiralarndan ya da bir ressamin 
firgasindan izledigimiz Anadolu sehirleri; 6zelligi ve giizelligiyle cografyamizi siisleyen 
kadim bir tarihi gegmise de sahiptir. Seyyahlarin gézde mekani Anadolu cografyasi, bu 
yontiyle her zaman dikkatleri tizerine ¢ekmistir. Seyyahlarin gezi notlarinda yer alan 
bilgilerin diginda Anadolu’nun bazi kadim sehirlerini kaleme alan Osman Sakir Efendi, 
alisilmisin disinda hem notlariyla hem de ¢izdigi minyatiirlerle Anadolu cografyasini 
Uskiidar’dan Tahran’a kadar resmetmistir (Tr Dergisi, 2019). 


Ags 


$ekil 10. “Osman $akir Efendi, 19 Ekim 1810 tarihi Il. Mahmut déneminde 
istanbul’dan Tahran’a yapilan yolculugun anlatildigi Sefaretnaéme-i iran adli eserde 
Amasya'nin tasviri’. (http://rdergisi.com/minyaturlerle-anadolu/, ) 


Minyatiir sanati oldukca genis bir alana sahip olmakla birlikte birgok sanatginin da 
eserlerinin temel altyapisini olusturabilir. Bu ¢alismada minyatir alaninda oldukga fazla 
sanat¢1 bulundugundan dolayi simirliliklar saglanmistir. Bu stire zarfinda Tiirkiye’de 
minyatir sanati etkisini stirdiiriirken diinyada basim tekniklerinde de gelismeler 
yasanmistir. 
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5.Sonuc¢ 


Kent temasi tarihsel olarak sanatta yeni bir tema olmamakla beraber, hem illiistrasyon 
sanatinda hemde minyatiir sanatinda kullanimi gecmis yiizyillara kadar dayanmaktadir. 
Ozellikle matbaanin icadindan sonraki siirecte insanoglu icin yeni bir dénemin kapilari 
aralanmistir. Artik basim teknikleri ile hem kitap basiminda hem de gérsel materyallerin 
cogaltrminda kolayliklar saglanmistir. Bu imkanlar sayesinde de 6zellikle seyyahlar ve 
sanatgilar sehirleri gezip gérerek, kentlerin hem yazili hemde gérsel dékiimanlarinin 
cikarilmasini saglamistirlar. [lliistrasyon ve minyatiirlerde calisilan konulara ve bakis 
a¢ilarina bakilicak olursa iki sanat alaninda aslinda ayn g6revi tistlendigini gérebilriiz. 
Kent illiistrasyonlar1 ve minyatiirleri ile, kentin tarihsel siirecine de tanik olma firsati 
yakalanilabilir. Ozellikle diinya genelinde kent illiistrasyonlarina duyulan ilgi her gegen 
giin artmaktadir. Tiirkiye icin ise kesin bir baslangi¢ noktasi belirlemek dogru 
olmayabilir, ancak genel bir tarih olarak 16. yiizyil sonrasinda bir atilim oldugu 
gézlenebilir. Bu galigmada illiistrasyon ve minyatiir sanati genel bir tarihsel bakista ele 
alinmaya ¢alisilmistir. Ctinkt; kent kavraminin gérsel yansimalan olarak iki sanat 
alaninda da konu olarak islenmesine y6nelik net bir baslangi¢ noktasindan bahsedemeyiz. 
Kent kavraminin illistrasyon ve minyatiir sanatinda konu olarak ele alinmas: ile birlikte 
de bircok agidan kentler iginde ayristirici ve farkindalik yaratan gorsel bir kaynak olarak 
ele alinabilir. Kent bircok agidan insanoglunun da etkisiyle belirli bir siire¢ zarfinda 
kendini degistiren yenileyen bir yasam alanidir. Bu stirecte de gorsel olarak kent 
kavraminin ¢alisilarak gelecek nesillere aktarilmasi olduk¢a Gnemli bir durumdur. 
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Orme Tasariminda Desenin Kullanimi ve Gelisimi 


Ars. Gor. Esra YARAR & Prof. Dr. Mine BIRET TAVMAN 
Ege Universitesi 


Ozet 


Genel olarak el 6rme teknigi ile baslayan 6rme, ayni prensipler 1s18inda makine 6rmeciligine 
ilham kaynag1 olmustur. Orme endiistrisi, makine teknolojilerinin gelismesi ve imkanlarimin 
artirnilmastyla hemen hemen her alanda kullanilabilecek tirtinler ortaya koymaktadir. Gelisen 
teknolojiyle adapte olarak ve farkli alanlarda tiretim yaparak tekstil tiretimi icerisindeki paydasin1 
artirdig1 goriilmiistiir. Ormenin esneklik gsekillendirilebilir yapisinin olmasi birgok teknik 
kullanilarak yeni tasarimlar olusturmaya imkan saglamasi, giyim tiretimde oldugu gibi farkh 
alanlara da hitap etmesine neden olmaktadir. Orme teknolojisi tasarrm, gelecek, inovasyon, 
surdiirtilebilir teknikler gibi kavramlari konfeksiyonsuz tiretim ile birlestirerek, ergonomi ve 
islevsellik tizerinde 6nemli asamalar kaydetmistir. 


Bu galigsmada basit sis, tig gibi materyallerle elde tiretilmeye baslayan 6rme yiizeylerden 
baslayarak, makinelerin icadi ve insan gereksinimlerinin fazlalasmasi ile hizli gelisim g6ésteren 
érmenin giincel durumu arastinlmis, gelisen teknolojiye paralel olarak istekler ve beklentiler 
dogrultusunda gelisen bir teknik oldugu gérsellerle anlatilmak istenmistir. Tekstil ve giyim 
endiistrisindeki rekabet ortami nedeniyle yeni tasarimlara yonelim artmasi, gelisen teknolojiyle 
birlikte farkli alanlarda da teknigin kullanilmasi uygulama 6rnekleriyle anlatilmistir. Teknolojik 
yeniliklerle giintimtizde daha da gelisen ve biiyiiyen 6rme sanayi, moda trend akimlarmin 
etkisiyle gelisme géstermektedir. Bu makalede 6rme tekniginin tasarim yéntemleri hakkinda bilgi 
verilerek, Orme teknigiyle olusturulmus desen ve form tUretimleri Grnekler tizerinden 
anlatilacaktir. 


Anahtar Kelimeler: 6rme, tasarim, desen, form, teknoloji, teknik, sanat 
Use and Development of Pattern in Knitting Design 


Res. Asst. Esra YARAR & Prof. Dr. Mine BIRET TAVMAN 
Abstract 


Knitting, which started with the hand knitting technique in general, inspired machine knitting in 
the light of the same principles. The knitting industry, with the development of machine 
technologies and increasing opportunities,presents products that can be used in the field. It has 
been seen that it has increased its share in textile production by adapting to the developing 
technology and producing in different fields. The flexibility and shape ability of knitting allows 
creating new designs by using many techniques, causing it to appeal to different areas as well as 
clothing production. Knitting technology has made significant strides in ergonomics and 
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functionality by combining concepts such as design, future, innovation, and sustainable 
techniques with garment-free production. 

In this study, starting from the knitted surfaces that started to be produced by hand with materials 
such as simple needle and crochet, the current situation of knitting, which has developed rapidly 
with the invention of machines and the increase in human needs, has been investigated, and it has 
been tried to be explained with visuals that it is a technique that develops in line with the demands 
and expectations in parallel with the developing technology. The increasing orientation to new 
designs due to the competitive environment in the textile and clothing industry, and the use of 
technique in different areas with the developing technology are explained with application 
examples. The knitting industry, which is developing and growing with technological 
innovations, is developing with the effect of fashion trend trends. In this article, by giving 
information about the design methods of knitting technique, patterns and form productions created 
by knitting technique will be explained through examples. 


Keywords: knitting, design, pattern, form, technique, art 


1. Giris 


Bir ya da daha fazla ipliklerle el yardim1 ya da sis, tig gibi basit araglarin kullanilmasiyla 
olusturulan ilmeklerin birbirlerine baglanmasiyla sekillendirilen bir y6ntem olan drme, 
dokumadan sonra bilinen en eski tekstil yiizey ve kumas olusturma tekniklerindendir. 
Genel tanimi ile 6rmecilik, bir iplige 6zel igneler yardimiyla ilmek sgekli verilmesi ve bu 
ilmegin kendinden 6nceki, sonraki ve yanlarindaki ilmeklerle baglanti yapmasi sonucu 
yuzey olusturmas: y6ontemidir (Marmaral1,2014:1). Diinyanin hemen hemen_ her 
bélgesinde izlerine rastlanilmakla birlikte, nerde ve nasil ortaya ciktig1 tam olarak 
bilinmemektedir. Orme hakkindaki genel kan1 insanligin gelisimiyle birlikte basladié1, 
gdcler ve ticaret yoluyla genis alanlara yayildigi, baz1 bélgelerde iklim sartlarinin sert 
olmasi nedeniyle yaygin sekilde kullanildigi, her tilke ve bélgeye gére farkli desen 
tasarim 6zellikleri gésterdigidir. 


2. Y6éntem 


Orme hakkinda genel bilgi verilerek tarihi gelisimi arastirilmistir. Orme ile ilgili ilk 
calisma ornekleri hakkinda gorseller ve temel bilgiler anlatilmistir. 

Ormenin gelisimi anlatilarak kumas tiretimini tekniklerine gére el 6rmecili3i ve makine 
érmeciligi olarak ikiye ayrildigi g6riilmiis 6rmeyle ilgili son teknik ilerlemeler ve 
kullanilan tasarim programlari hakkinda bilgi verilmistir. 

Orme, dokumadan sonra bilinen en eski tekstil yiizey ve kumasg olusturma tekniklerinden 
olmakla birlikte diinyanin hemen hemen her bélgesinde izlerine rastlanilmaktadir. Nerde 
ve nasil ortaya ¢iktigi tam olarak bilinmemekle birlikte, 6rme hakkindaki genel kani 
insanligin gelisimiyle birlikte basladigi, gdcler ve ticaret yoluyla genis alanlara yayildig1, 
bazi bélgelerde iklim sartlarinin sert olmasi nedeniyle yaygin sekilde kullanildigidir. 
Ormenin bazi dénemlerde moda oldugu da goriilmektedir. Genel kan pers kékenli 
oldugudur. 5. ve 6. yiizyillarda Orta Asya Tiirkleri ve Misirlilar tarafindan kullanildigi, 
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kolay uygulanmasi ve basit aletlerle ile yapilabilmesi nedeni ile el Grmesinin nesilden 
nesile geliserek ve farkli uygarliklara yayilarak giintimiize kadar geldigi goriilmektedir 
(Legner 2007:1). 


3. Bulgular 


Tablo 1. Orme Tablo 


Orme 


El Ormeciligi 
Nalbinding 


Sis 6rmeciligi 


Makine Ormeciligi 


Atkili 6rme 


en Cozgiilti 6rme 
Tig isi 


Orme genel olarak, el 6rme teknigi ile baslamis kullanilan prensipler makine 
drmeciligine de ilham kaynag olmustur. 


Geleneksel y6ntemlerin gelistirilmesinin yaninda, yeni y6ntemlerin gerekliliginin 
dogmasi, begenilerin farklilasmasi, tekstil ve giyim endiistrisindeki rekabet ortami 
nedeniyle yeni tasarimlara yOnelim artmistir. 

Tarihte ¢orapla ilgili Tiirklere ait ilk yazili belgeler Orta Asya'da yapilan arkeolojik 
kazilarda bulunmustur. M.O. VII., VIII. yiizyillar arasinda Orta Asya'da yasayan 
Hunlar“‘a ait Pazinik 2. kurganindaki bulgular arasinda kong kism1 kog boynuzu motifleri 
ile siislii yiin coraplar bulunmaktadir. Bu coraplar M.O ye kadar uzanan Anadolu Tiirk 
Orme sanatini ve goraplarin 6nceki varligini ortaya koymaktadir (Diyarbekirli, 1972), 
(Atay, 1987:33). M.O.VII. ve VIII. Yiizyillarda Orta Asya’da yasayan Hunlara ait Pazirik 
2. Kurganindaki bulgular arasinda kong kism1 kog boynuzu motifleri ile siislii ¢oraplar 
bulunmustur (Diyarbekirli, 1792:12.) Priscilla A. Gibson-Roberts’e gore ise; ilk 6rgii ve 
corap 6rnesi M.O.800-1000 yiizyillarina ait Misir kazilarinda bulunan sekil 1’de 
gortldigti gibi en eski 6rme 6meklerinden ‘Coptic ¢orap’lardir. Bu ¢oraplar Yale 
Universitesinde yer almaktadir, yaklasik 1000 yilina ait corap 6rnekleridir. York 
arkeolojik kazilarinda bulunmustur. 


Giiniimiiz de incelemeler sonucunda anlasildigina gére, gegmiste yanlis tanimlamalar 
yapilmistir. Diinyada ilk 6rme Grneklerinin 12.yy. da yapilmigs Misirlilara ait 6rme 
parcgalar oldugu, bu tarihten Gnceye dayanan mevcut 6rneklerin incelemesi sonucunda 
drme olmadiklari, nalbinding teknigi ile yapildiklari anlasilmaktadir (Tavman 2000:141- 
144). 
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Osmanli déneminden giiniimiize ulasan Baron W. Wratislaw‘in anilarindan 
hapishanelerde 6rme egitimi yapildigi ve bu yolla kazanilan para ile bir veya iki kisinin 
gecinilebildigi gérilmektedir (Barista, 1986:867-886). 


Tirkiye’de érme her bélgede kullanilir, bélgeye gére desenler ve kullanilan 
renkler degisebilir. Coraplarin 6riilmesinde yiin ve dogal boyama ipler kullanilmaktadir. 
Giiniimiize kadar gelen arastirmalara gére binlerce motif ve nerden nasil geldigi 
bilinmeyen ve giintimitizde kullanilmadig1 i¢in unutulan bircgok motif vardir. 


Tablo 2. Tirkiye’de Coraplarmda Kullanilan Geleneksel Motif ve Semboller 


(Tavman, B;Yarar, E;(2017) 


Yilan Siiliik Siiriingen ve Uzun faee 
wee 
Kus, Ates BéceSi Hindi, < 


Su Yolu 


Cengel 


QO = 

El-parmak-tarak —— 
he a 
ee se ee 
ee ce 


El 6rgii goraplarin en belirgin 6zellikleri motifleridir. Milli kiiltiritimtiz acisindan 
deger ve anlam tasimaktadirlar. Kullanilan teknikler simirli olmakla birlikte bicgim 
yontinden cok zengin olup “geometrik bitkisel, hayvansal motiflerle diger sanat dallarina 
da kaynaklik etmektedir (Kuban, 1975;Taner1984). Incelenen kaynaklarda motiflerin 
cesitli sekillerde sintflandirilmasi yapilmaktadir. Corap motifleri; bitki, canlilar, esya, 
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arkeolojik sanat eseri tizerindeki siisle, stislii esyalar ve yazilardan kopyeler, semboller 
olarak gruplanmaktadir (Ozbel, 1976). 


Orme teknigi tasarm yaparken yararlanilan tekniklerden biridir ve 6rme tekniginde belirli 
prensipler 1s11nda hareket ederek tasarrmlar olusturmak, daha saglikli sonu¢lar almamiz1 
saglamaktadir. 


Tasarim kavrami, 6rme tasarimi yaparken belirli ¢éziimler tiretmemizi sagladigi gibi 
hayatin her asamasinda karsimiza gikmakta her alanda mevcut durumun daha da 
iyilestirilmesini taglamaktadir. Zihinsel aktiviteler gelistirilerek ¢dziimler tiretme isi olan 
tasarim insan gtictiyle, mekanik bir cabayla veya dogal bir stireg sonucu iretilen 
nesnelerle ortaya konulabilmektedir. Bu tiriinler fizyolojik, ergonomik, toplumsal ve 
psikolojik tiim gereksinimleri de karsilamak amactyla tasarlanmaktadir (Beyazid 
2008:175). 


Orme tasarrminda amac, gereksinimlere hitap etmek, teknik malzemeyi ihtiya¢ ve 
begenilere gre estetik uygunlukta kullanilabilmektir. Estetik degerler g6z 6nitine alinarak 
malzemelerin dogru oranda, dogru yerde kullanilmastyla estetik basari elde edilebilir. 
Tasarimla ugrasan kisi, mtisteri ne talep ediyorsa teknik ve yasal zorunluluklar asarak 
estetik ve bigimsel 6zellikleri de géz Gniinde bulundurarak tasarim yapmak zorundadir 
(Cross ve Nigel2006:16). Tekstil tasarim tiriinleri uygun, giyilebilir ve kullanilabilir 
trtinler olarak kategorilere ayrilabildigi gibi malzemelerine bagli olarak islevsellik 
kaygis1 tasryan sanatsal tirtinler olarak da degerlendirilebilir. Endiistriyel tekstil 
trtinlerinde amag islevsellikken, sanatsal tekstil tiritinlerinde tamamen estetik kaygilar 
olabilmektedir. 


Resim 1: Orme Tasarim Siirecini Anlatan Arastirma Caligmalari 
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Genel olarak koleksiyon hazirlama olan Resim 1’de (Sissons ve Juliana,2010:44-47) 
goriilen bu asamalarin biitiinii tiriin gruplarina gore farklilik gésterebilmektedir. 
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Orme ve triko tasarum1 iplikten baslamakta, iplik secim siireci ise bityiik 6nem arz 
etmektedir. Iplik hammaddesi bitkisel ve hayvansal olarak dogal yollardan elde edildigi 
gibi, petrol tirtinlerinden de elde edilmektedir (Marmaral1,2014:102). 


Iplik numarasi, iki boyutlu ipligin boyutlarinn boy kilo orani ile sayisal 
aciklamasidir. Iplik numarasi tasarrmi teknik acidan ve gérsel olarak etkilemektedir. 
Metrik sistem, NM, Denye Sistemi TD,Tex Sistemi gibi sistemler kullanilmaktadir. 


Orme tasarimlarinda iplik etkisinin 6nemi biiyiiktiir. Kullanilan iplik rengi, tusesi 
ve kalinligi tasarimi etkiledigi gibi tiretilen esyanin modeli ve tiretim teknigi de biitiinliik 
arz etmektedir. Bu nedenle fuarlarda 6rme kumaslar sadece her sekilde sergilenerek 
tasarimcilara farkli acilardan ilham kaynagi olmaktadir. Ayrica tasarimcilar firma 
arastirmalart yaparak farklilik ve yenilikleri siirekli takip etmektedirler Ferrezza, 
Hefferen,2008:152). 


Kumas olusturmak igin kullanilan iplik biiyiikligii, igne boyutlarimi belirler, igne 
boyutu hem el 6rmesinde hem de makine Orgii sisteminde 6nemlidir. [sne capinda kural 
ince iplik, ince igne; kalin iplik, igne daha biiyiik ¢apli olmaktadir. 


Resim 2: igne ve Kumasg Olcii Boyutunu Kontrol Etmek icin Bir Cihaz 


Resim 3: Atkili ve ¢6zgiilii Grmede farkli makine inceliginin 6l¢tilmesi (Kothari,2010:24) 


7G 12G 
2999979 999999999999 


Kaynak: Ferreza, 
Hefferen, s.152. 


Kaynak : Vasant Kothari "Basic Terminologies For Fabric Knitting", Knitting, An 
Introduction Views, March-April, 2010, s.24. http://www.slideshare.net/kotharivr/basics-of-kniting-by- 
vasant-kothari (20 Ocak 2015) 


Atkilt ve gdzgtili Grmede farkl1 makine incelikleri kullanilmaktadir. Hacimli 
kumaslar 1.5 -3GG arasinda olurken, standart kumaslar 5-7 GG arasinda uygun kumaslar 
ise 10-30 arasinda olmaktadir. 


Giyimde en 6nemli iki ve t¢ boyutlu iliski, giysi parcgasinin kumastan 
kesildigindeki diiz sekli ile giysi parcasinin figiirti kaplamak tizere d6niistiigti tic boyutlu 
sekil (form) arasindaki iliskidir. Diz kumasin, insan figtiriintin hatlarini ve hareketlerini 
izleyecek sekilde ti¢ boyutlu bir giysiye d6ntsiimt, yapisal tasarimin anahtaridir 
(Odabasi1, 2002:57). 


Orme formlar bicimlerine gére el 6rme formlar, geometrik, obje olarak kullanilan, giysi 
olarak kullanilan olmak tizere 3 farkl sekilde gériilebilir. Bicgimlerine g6re makine érme 
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formlar ise geometrik, obje olarak kullanilan, giysi olarak kullanilan formlar olarak 
karsimiza ¢ikmaktadir. 


Resim 4: Makine Orme (Brown,2013:161) 


Son yillarda giysilerde form kullanilmaktadir ve tasarimcilar tarafindan 3boyutlu 
efektler tercih edilmektedir. Resim3' de tasarrmci Craig Lawrence tarafindan makine 
drmesi olarak tasarlanan heykelsi mor elbise viicudun etrafinda kiiresel heykel formlu, 
ince mukavemeti yiksek iplikle 6riilmiis uzun elbise siislerden etkilenerek tasarlanmistir. 
2010 yilinda sarkici Bjork tarafindan giyilmistir. 


Tasarimda boyutsal olusum, ti¢ boyutlu form olusumlari ve desen tasarlamak i¢in 
de dissal estetik 6geler kullanilmaktadir. Bunlardan en 6nemlileri ise form ve desendir. 
Ayrica kumasta tasarrmi olusturan birimler zemin, desen kontur, motif, renk gibi 
kullanicinin dogrudan algiladigi gorsel elemanlar ve bu elemanlarin tasidig1 isik gélge, 
ton hareket gibi gorsellikleri saglayan temel sanat 6geleridir. 


Tekstil sanatlarinda desen, tekstil yiizeyini stisleyen ve albeni kazandiran en 
énemli unsurlardan biridir. Orme teknigine gre desenler el 6rmesinde Srgiiden desenler, 
el 6rmesinde jakar desenler olarak iki grupta incelenebilir. Makine 6rmesinde ise 6rgiiden 
desenler ve makine 6rmesinde renkli desenler olarak iki farkli grupta incelenebilmektedir. 


En kolay kumas olusum yontemlerinden biri olan sisle 6rme ile sag Orgtisti 
desenleri elde edilebildigi gibi gérsel olarak etkili formlar ve istenildigi kadar renkli 
desenler galisilabilmektedir. Sag 6rgii desenleri kazak, hirka, eldiven, patik gibi giyim 
esyalarinda kullanildigi gibi Grtii ve battaniye gibi ev tekstilinde de kullanilmaktadir 
(Yara A.2016:140). 


El 6rmesinde, dogadan, tabiattan, ¢i¢eklerden, ilham alinarak form ve rengine 
sadik kalinarak, bazi tilkelerde stilize edilerek desenler olusturuldugu goriiliir. 


Giiniimiizde tekstil teknolojisinde bilgisayar kullanimi, malzemelerin ¢esitliligi 
bitim islemlerinde uygulanan yenilikler ile makine 6rmelerinin tasarlanmasi, olusumu ve 
uygulanmas1 desen tasarimi i¢gin sonsuz imkanlar sunmaktadir. Giintimiiz ¢izim 
programlari sayesinde istenen 6zellikte desenler olusturulabilmekte, bunlarla ilgili bilgi 
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paylasimi kolaylastik¢a daha yaratici bir ortam saglanmaktadir. Tasarimcilar ve sanatgilar 
teknoloji ile yetenegin birlesmesiyle tasarlanan desenlerde tasarim ilke ve elemanlarindan 
da faydalanarak istedikleri desenleri rahatlikla olusturulmakta ve ¢esitlendirebilmektedir. 


Atkili 6rme tasariminda bilgisayar desen yazilimi olarak yaygin olarak kullanilan Ned 
Graphics firmasina ait Vision Texcelle Easy Knit 6rme tasarim program1 gériilmektedir. 
Easy Knit desen yazilimi ile kazak, esarp, golf gomlegi, corap, spor giysisi ve 6rme ile 
ilgili son ¢gikan trendleri tasarlamak i¢in gereken tiim tasarimlar yapilabilmektedir Ayrica 
Stoll ve Shima bilgisayarli diiz 6rme makineleri i¢gin tasarlanmis 6rme programlari 
bulunmaktadir. Tasarimcilar sifirdan 6rme kumas yapilari olusturabilmektedirler. 


Resim 14 : Easy Knit Programinda Desen Olusum Asamalari ve 3 Boyutlu 
Giydirme(YararA,2016:167) 


Resim 15: Easy Knit Programinda Desen Olusum Asamalari ve 3 Boyutlu 
Giydirme(YararA,2016:167) 


Tasarimda boyutsal olusum, tig boyutlu form olusumlari ve desen tasarlamak icgin de 
dissal estetik 6geler kullanilmaktadir. Bunlardan en 6nemlileri ise form ve desendir. 
Ayrica kumasta tasarrmi olusturan birimler zemin, desen kontur, motif, renk gibi 
kullanicinin dogrudan algiladigi gérsel elemanlar ve bu elemanlarin tasidig1 isik gélge, 
ton hareket gibi gorsellikleri saglayan temel sanat 6geleridir. Bazi tasarimcilar, 
tasarladiklart giysilerde formsal boyutlu olusumlar kullanirken kimi tasarimcilar ise 
desen ve motif gibi stisleme 6gelerinden faydalanmislardir. 


Sonuc¢ 


Ormenin ilk olarak basit aletlerle elde yapilmaya baslandigi, teknolojinin 
ilerlemesi, jakar y6ntemlerinin gelistirilmesi ile giintimtizde de istenilen formlarda ve 
desenlerde tiretiminin miimktin oldugu goriilmiistiir. Desen ve form ¢alismalar yapilirken 
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belirli teknik ve prensipler isiginda hareket etmenin oriinal tiritinler ortaya koymada 
gerekliligi ortaya cikmuistir. 


Tasarim kavraminin Orme tasarimi1 yaparken belirli céziimler tiretmemizi 
sagladigi gériilmistir. Zihinsel aktiviteler gelistirilerek ¢6ztimler tiretme isi olan tasarim 
insan giictiyle, mekanik bir gabayla veya dogal bir stire¢ sonucu tiretilen nesnelerle ortaya 
konulabilmektedir. Bu tiriinler fizyolojik, ergonomik, toplumsal ve psikolojik tim 
gereksinimleri de karsilamak amactyla tasarlanmaktadir. 


Farkli alanlarda ve farkli amaclar dogrultusunda yapilan Grme tasariminda 
gereksinimlere hitap eden teknik ve malzemenin ihtiyaca ve begenilere goére estetik 
uygunlukta kullanildigi tasarimin basarili olarak degerlendirilebilmesi igin, tasarimcinin 
tasarim1 amacina ulastirmasi gerekliligi gériilmiistiir. Desenin tasarrmdaki yerinin 
incelenmesinde; tasarrmcilarin makine Grme teknigine yénelme nedeni olarak jakar 
sisteminin 6rme makinesinde gelisimi ile biiyiik raporlu desenlerin 6rme sanayide 
yapilabilir olmasi disiintilmektedir. Desen olusumunda tasarimcilarin; d6nemin 
kiilttirityle birlikte sanat akimlarindan etkilendikleri ayrica farkli kiltiirlere ait etnik 
motiflerden esinlenerek koleksiyonlarinda kullandiklar1 gériilmektedir. Arastirilan 
kaynaklardan anlasildigi tizere elde ve makinede 6rme tasarimi icin gerekli olan 6rgii 
yapilarinin kumas yitizey olusum tekniklerinin iyi bilinmesi gerekliligi anlasilmistir. 
Tasarimcinin teknige hakim olmasinin 6nemi kavranmis, tasarim ilke ve elemanlarinin 
uygulamalara kattig1 deger anlasilmistir. Tasarimcilarin 6rme teknigini kullanarak desen 
ve form uygulamalari yaptiklar1 ve desen uygulayan tasarimcilarin sayilarmin fazla 
oldugu goriilmiistiir. Konfeksiyon isleminin ortadan kalkmasi ile tiretim maliyetlerinde 
tasarruf saglanmakta, iplik israfi ve isciligi azaltarak gereksiz harcama ve zamanin Ontine 
gecilmekte firmalar hazir giyim ve aksesuar tiretiminde alternatif ¢6ziimler sunmaktadir 
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Servi Agaci Motifinin Tirk Kiultiiriindeki Yeri ve Giysi Koleksiyonu 
Hazirlamada Servi Agaci Motifinin Kullanimi 
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Farkli topraklarda farkli kiltiirlerle etkilesim halinde gelisen Tiirk kiltiiriinde somut nesnelere 
sembolik anlamlar ytiklemek ilk dénemlerden itibaren sik karsilasilan bir gelenektir. Agaclar da 
Tiirk kiltiiriinde, sembolik deger kazanan, tizerine farkli anlamlar yiiklenen 6nemli kilttirel 
degerlerdendir. Agaclarin kéklerini topraga salarak saglam durus elde etmeleri, gdkyiiziine dogru 
ihtisamli gelisen yaprak ve gévdeleri, dogaya uyumlu olarak her mevsim yeniden canlanmalari 
insanlari etkilemistir. Ozellikle cam aaci, kavak agaci, cinar agaci, ardic ve kayin agaci Tiirk 
kiilttirtinde tizerine farkh sembolik degerler yiiklenerek deger kazanan aga¢ tiirleridir. Tiirklerde 
ilk dénemlerden itibaren tizerine farkli sembolik degerler yiiklenen diger bir agag tiirii ise servi 
agaclaridir. Uzun ince ve dik yapisi, her mevsim yesil kalan yapraklan Tirklerin servileri 
liimsiizliik ile ba&dastirmalarim saglamistir. Elif gibi dimdik uzun gériintimti servi agacimin 
Tirkler tarafindan mimaride, mezar taslarinda, minyatirlerde ve farkli siisleme sanatlarinda 
dliimstizltik, uzun 6miir gibi sembolik anlamlar cergevesinde kullanilmistir. Bu ¢alismada; Tiirk 
sanatinda 6nemli bir bezeme unsuru olan servi agaci motifini; formu, kékeni, ikonografik ve 
sembolik anlamlari agisindan inceleyerek, servi agacina ait kiltiirel unsurlarin kullanildigi kadin 
giysi koleksiyonu olusturmak amaclanmistir. Betimsel y6nteme dayal: galigsma kapsaminda servi 
aZaci motifi form ve sembol olarak ele alinarak bu kapsamda toplam 27 parca, 15 look ve 5 kapsiil 
koleksiyon olusturulmustur. Her tasarrmm teknik ve illiistrasyon cizimi yapildiktan sonra 
kaliplan hazirlanmistir. Olusturulan 5 farkl kapsiil koleksiyonda servi agaci motifi farkh 
maniptilasyon ¢galismalari ile detaylandinlarak giysi tasarimlarina yansitilmistir. 


Anahtar Kelimeler: sembolik anlam, Turk kiiltiri, servi agac1, giysi koleksiyonu 
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The Position of the Cypress Tree Motive in Culture of 
Turkey and the Use of the Cypress Tree Motive in 
Preparation for the Clothing Collection 


Assist. Prof. Ahu Fatma MANGIR, 
Dr. Res. Assist. Aysegul PARALI & Assoc. Prof. Hatice HARMANKAYA 
Abstract 


In the culture of Turkey, which has been developed by the interaction with different cultures and 
lands, it has become a common tradition to attribute symbolic meanings to concrete objects since 
the early periods. Trees are also important cultural values in Turkish culture, which gain symbolic 
value and have different meanings attributed to them. The fact that the trees achieve a good 
posture by releasing their roots into the ground, their leaves and trunks that develop magnificently 
towards the sky, and their revival in every season accordance to the nature have influenced people. 
Pine, poplar, plane, juniper and beech tree are special types that gain value by attributing different 
symbolic values to Turkish culture. Another type of tree on which different symbolic values have 
been attributed since the early periods in the Turks is cypress trees. The long thin and upright 
structure and leaves of these trees that remain green in all seasons, have enabled the Turks to 
associate cypresses with immortality. Tall appearance as Elif (it is the first alphabet of the Arabic 
language which symbols the absolute durability) enabled the cypress tree to be used by the Turks 
in architecture, tombstones, miniatures and different decorative arts within the framework of 
symbolic meanings such as immortality and longevity. In this study, it is aimed to create a 
collection of women's clothing in which cultural elements of the cypress tree are used by 
examining the form, origin, iconographic and symbolic meanings the cypress tree motif, which is 
an important decoration element in Turkish art. In the content of this sudy with the descriptive 
method, the cypress tree motif is considered as a form and symbol, and with this content, a total 
of 27 pieces, 15 look and 5 capsule collections are created. After the technical and illustration 
drawings of each design were made, the molds were prepared. In the 5 different capsule 
collections created, the cypress tree motif is detailed with different manipulation works and 
stimulated on the clothing designs. 


Keywords: Symbolic meaning, Turkish culture, cypress tree, clothing collection 


1. Giris 


Insanlar ilk dénemlerden itibaren bazen resim ¢izerek, bazen ilahiler séyleyerek, bazen 
edebi yazilarla bazen de soyut kavramlar1 somut nesnelerle 6zdeslestirerek kendilerini 
ifade etmenin y6ntemlerini aramislardir. Soyut diistince ve fikirlerin somut nesneler 
araciligi ile anlatilmaya ¢alisilmasi Tiirk kiiltiiriinde de ilk dénemlerden itibaren olduk¢a 
yaygindir. Tiirklerde 6rttik bir bicgimde yani baz1 sembolik degerler kullanilarak 
duygularin ifade edilmesi daha duygusal ve ilgi ¢ekici olmasi sebebiyle siklikla 
kullanilmistir (Demirel, 2021: 916). Orta Asya’dan Anadolu’ya kadar her dénemde 
insanlarin duygularim1 ifade edebilmeleri i¢gin kullandiklar1 semboller cesitlilik arz 
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etmektedir. Semboller ilkcaglardan itibaren her dinde ve sanatin her alaninda kendini 
farkli sekillerde géstermistir. Ozellikle gérsel sanatlarda siklikla kullanilan sembolleri; 
mimaride, dokumalarda, maden, ahsap, minyatiir, kti¢iik el sanatlari ve tekstil sanati gibi 
bircok sanat alaninda siklikla gérmekteyiz (Ozder, 2008: 4). Tarih boyunca olusturulan 
bu eserler tizerinde form ve motif olarak yer alan ve pek ¢ok farkli anlami igeren sembolik 
degerler kiilttirel yasamin bir pargasidir. Olusturulduklar1 d6nemin sosyo-kiiltiirel yapisi, 
dini inanclani, yasam kogsullar1 hakkinda bilgilere ulasmamiz1 saglayan bu eserler 
giintimiizde birgok tasarima da esin kaynagi olmaktadir. 


Tirk kiiltiirtinde ilk dénemlerden itibaren kutsal sayilan ve tizerine sembolik anlamlar 
yiiklenen en 6nemli degerlerden biri de agactir. Agacg, Tiirk mitolojisinde tzerine 
yiiklenen kutsallik ile tarih boyunca Tiirk toplumunun sosyo-kiltiirel yasam tarzinda yer 
almis, inan¢ ve ibadet sekillerini de etkilemistir. Tiirk destanlarinda, masallarinda, 
hikayelerinde ve dualarinda agactan bahsedilmis, agacin kutsallig1 vurgulanmistir (Koca, 
2004: 83). Agacin dogumdan Gliime kadar insan hayatinin her d6neminde kullanilmasi 
insanlarin ona karsi 6zel bir ilgi duymasina sebep olmustur (Tanyu, 1975:129). Agaclarin 
her bahar yeniden canlanmasi, kirilan dallarinin yeniden ¢ikmasi, dokiilen yapraklarinin 
yeniden yesermesi onun hayat, uzun 6miir ve dlimstizlik ile iliskilendirilmesini 
saglamistir. Orta Asya Tiirklerinden Anadolu’ya kadar her dénemde Tiirklerin kiltiirel 
ve dini inan¢ sistemleri icerisinde pek cok farkli agac kutsal sayilmistir. [1k dénemlerde 
tanri ve hiikiimdar ile 6zdeslestirilen aga¢ inanci, zaman icerisinde yerini ata, siilale ya da 
boy gibi temsilcilerin de sembolti haline gelmistir (Isik, 2004: 96). Tiirkler tarafindan 
lizerine sembolik anlamlar yiiklenen bu agaclar arasinda kayin, ¢am, kavak, ardi¢, car 
ve servi Gnemli yer tutar. Ozellikle her mevsim yesil kalabilen, uzun ince gége yiikselen 
gdvdesi ile serviler hem dini hem kilttirel hem de edebi konularda Tiirk kiiltiiriiniin en 
Onemli agag¢ ttirlerinden biridir. Servi agaci diinya uygarlik tarihinde hakkinda en ¢ok 
sdzii edilen agac¢lardan birisi olmus, fizyolojik ézellikleri, dayanikllgi, uzun 6mirlii 
olusu ve giizel kokusu ile diinya mitolojilerinde de 6nemli bir yer edinmistir (Cetin ve 
Yayik, 2021: 486). 


Tirk kiltiriinde kutsal sayilan kayin, ¢am, kavak, ardi¢, cinar, servi, mese, dut, sdgiit 
agaclari i¢gerisinde servi agaci estetik gériintimti ile Tiirk sanatina en ¢gok konu olan 
aactir. Islam Oncesi Tiirk kiiltiiriinde de kutsal aac olarak kabul géren servi, islam 
sonrasi dénemde cennet agaci olarak yorumlanmis hem diinya hem de ahiretin semboliti 
olarak pek cok farkli yerde kullanilmistir (Cetin ve Yayik, 2021: 506). Servi agacinin 
dinde, mitolojide folklorda ve sanatta bu kadar yogun kullanilmasi fizyolojik 6zellikleri 
ile iliskilendirilmektedir. Tiirk sanatinda, mitolojisinde ve kiiltiirel yasaminda en ¢ok adi 
gecen agaclardan olan servi agaci estetik goriintimti, sembolik anlamlari ve fiziksel 
6zellikleri ile hala Tiirk kiiltiiriinde maddi ve manevi deger tasimaktadir. Servi agacinin 
her mevsim yesil kalmasi, gdge dogru uzun ve ince, dayanikli bir yapiya sahip olmasi, 
ruzgarda hos sesler esliginde estetik bir g6riintii ortaya ¢ikarmasi ilk dénemlerden itibaren 
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Tiirk topluluklari tarafindan hayat agaci ile iliskilendirilmesini saglamistir (Arslan, 2014: 
69). 


Orta Asya Tiirkleri arasinda agag¢ kiltiiniin ilk kez nerede ortaya ¢iktig1 tam olarak 
bilinmemekte fakat daglik Otiiken bélgesi oldugu tahmin edilmektedir (Arslan, 2014: 61). 
Buryatlar, Yakutlar, Ceremisler, Baskurtlar, Kazaklar ve Kirgizlar gibi Orta Asya Tirk 
topluluklari gam, kayin, servi ve cinar gibi agaclari kutsal saymislar bu aga¢lara kurbanlar 
kesip adaklar adamislar, agaclar i¢in dini t6drenler diizenleyip onlardan dilekler 
dilemislerdir (Bars,2014: 385). [lerleyen dénemlerde Tiirklerin Islamiyet’i benimsemesi 
sosyal yasam tarzlarinda bazi degisiklikler yapmalarini zorunlu kilsa da Orta Asya’dan 
getirdikleri pek cok geleneklerini de yeniden yorumlayip Islamiyet ile harmanlayarak 
kullanmalarina engel olamamistir. [Ik dénemlerden itibaren Tiirkler arasinda 6nem arz 
eden agac kiiltii de Islamiyet sonrasi Tiirkler arasinda yaygin olarak devam eden 
inanclardan biri olmustur. Islam dininde de doZaya ve agaca bityiik 6nem verilmistir. 
Kuran-1 Kerim’de igerisinde ‘secer’ veya ‘secere’ kelimesi hem aga¢ hem de dogada yer 
alan herhangi bir bitki anlaminda yirmi alti yerde gegmesi agaca ve dogaya verilen 6nemi 
gostermektedir (ASac ve Sakarya, 2015: 7). Tiirkler Islamiyet sonrasi Orta Asya’dan 
getirdikleri aSac kiiltii ile Islamiyet’ te bulunan agac sevgisini birlestirerek yeni dinlerinde 
eski geleneklerini devam ettirmislerdir. Islam’da yeniden yorumlanan agac kiiltii 
giiniimiizde de Tiirklerin inanglari arasinda sik¢a karsimiza ¢ikmaktadir. 


Servi agacinin ilk dénem Tiirk topluluklarindan giintimiize kadar her dénemde tizerinde 
tasidigi sembolik anlamlari, fiziksel 6zellikleri ve estetik gdriintiimti farkli alanda form ve 
sembolik degerleri ile kullanilmasim saglamistir. Ozellikle Islamiyet sonrasi ahiret 
inancinin da etkisi ile uzun 6miir ve 6limsiizliik ile iliskilendirilerek tas oyma sanati ile 
mezar taslarinda siklikla kullanilmistir (G6rsel 1.a). Ayrica servinin koyu yesil renginin, 
hiiziin ve matemi hatirlatmasi, insanlarin 6liilerine olan 6zlemlerini ve matem duygularini 
servi ile 6zdeslestirmesini saSlamistir (Ozgeris ve Karahan, 2022: 275). Servi aZaci motifi 
cesmelerde hayati sembolize ederek kullanilirken, resim sanatlari ile ibadet mekanlarinda 
duvarlarda siklikla karsimiza ¢ikmaktadir (Goérsel 1.c). Servi motifine yiiklenen 
koruyuculuk anlami kalkan ve silahlarda ya da kandillerde servi motifinin kullanilmasini 
saglamistir (Goérsel 1.b). Bakir sinilere ise bereket ve bollugu sembolize eden servi motifi 
oyma ve kakma teknikleri ile islenmistir (G6rsel 1.d). 
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Gorsel 1. Servi agacinin farkli alanda form ve sembolik degerleri ile kullanimi 


Servi motifleri sadece tarihi binalarda, mezarlik ve ibadet mekanlarinda degil; farkl pek cok 
mekAn dizayninda Tiirk topluluklari tarafindan kullanilmistir. Ressamlar, Istanbul ve Anadolu 
manzaralarii konu alirken ¢izimlerinde servi motiflerine de siklikla yer vermislerdir (Kankal, 
2006: 56). Estetik bir forma sahip olmasi servinin i¢ mekan stislemelerinde, ya da tablolarda 
manzara g6rsellerinde sik kullanimini saSlamistir. Klasik Tiirk siirinde ise servi; peyzajda ve 
ktlttirde kazandigi anlamlarla birlikte, cogunlukla sevgili anlaminda ya da sevgilinin fiziksel 
ézellikleri, yiiriiyiis sekli ile iligki kurularak bahsi gecen agac tiiriidiir. Ozellikle uzun ve diizgiin 
yapisiyla, riizgarda nazli bir sekilde salinisiyla Tiirk siirlerinde yer almaktadir (Ozgeris ve 
Karahan, 2022: 283). 


Edebiyata ve siirlere konu olan simgesel 6zelliginin yani sira servinin Arap alfabesinin ilk harfi 
olan Elif’e benzeyen sekli de islam dininin benimsendi3i Tiirk topluluklarinda sevilmesini 
saglamistir (Kankal, 2006: 54). Elif gibi dimdik durusu sanat eserlerinde servinin motif olarak 
tercih edilmesini saSlayan bir diger 6zelligidir. Ozellikle dini mimaride bitkisel motiflerin 
dizayninda servilere sikca yer verilmesi, Elif’e olan benzerligi ile de iliskilendirilmektedir. 
Servilerin g6ge dogru yiikselen ince, dik yapisi, sehadet parmagina ve Arapcada Allah’ 1n ilk harfi 
olan Elif harfine benzetilmistir ve Allah’in_ tekligi servilerin fiziksel 6zellikleriyle 
iliskilendirilmistir. 

Tekstil sanatinda farkli ytizeylere islenen servi agaci motifine Selcuklu sanatinda da sik¢a 
rastlanmaktadir. Anadolu’da servi ve hurma agaci motifinin 17. ytizyildan itibaren cok sik 
gortilmeye baslandigi, Yeniceri bayraklarinda agag¢ dali, gék servi, hurma agaci motiflerine yer 
verildigi bilinmektedir. Tekstil sanatlarinda islemeler, keceler, hali ve kilimler, 6zellikle 
seccadeler servi motifinin islendigi yiizeyler arasmdadir (Go6rsel 2.a-d) (Gtirsu, 1988: 164). 
Selcuklu dénemi ginilerinde iki sevgili arasina yerlestirilen servi motifleri oldukga dikkat 
cekicidir. Selcuklu déneminde Islamiyet’in de etkisi ile Tiirk sanatinda bitkisel siisleme 
6zelliklerine agirlik verilmistir. Bu d6nemde ¢ini sanatinda da servi agacinin kullanimi en giizel 
6meklerini vermistir. Osmanli imparatorlugu dénemine gelindiginde ise her alanda oldugu gibi 
Turk siisleme sanati da zirveye ulasmistir. Bu dénemde sanatin her alaninda servi agaci motifini 
gormek mtimkiindiir. Cini, seramik, tekstil, bakir, tas is¢iligi ve kitap stisleme gibi sanat dallarinda 
servi agaci motifi hem form 6zellikleri hem de sembolik degerleri ile ele alinmistir (Gorsel 2.b- 
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Gorsel 2. Servi agacinin farkli sanat dallarinda kullanimi 


Servi agaci motifinin yaygin olarak kullanildigi bir diger alan da k6tiiliiklerden koruma amaci ile 
Osmanli imparatorlugu déneminde, 6zellikle padisah giyiminde sifa veya tilsiml gémlekler 
olarak adlandirilan ig giysilerdir (Cetin ve Yayik, 2021: 493). Osmanli déneminde zirhlarm altina 
giyilen ve tizerinde farkli dualarin yazili oldugu bu i¢ giyim 6rneklerinde servi agaci motifi 
koruyuculuk igeren sembolik anlami ile birlikte yer almaktadir. Bu gomlekler 6zellikle savaslarda 
kullanilmis ve koruyucu 6zelligi olduguna inanilmistir. I¢ giyim olarak tasarlanan tilsimli 
gomleklere servi agac1 motifi farkli tekniklerde islenmistir. Motiflerin icgerisi ya da etrafi 
koruyuculuk 6zelligi tasidigina inanilan tilsimlarla doldurulmus, giysilere koruyuculuk gérevinin 
yani sira estetik bir gériintim de kazandirilmistir. 


Tilsimli G6mlek 
URL 5 


Tilsimli Gomlek 
URL 6 


Tilsimli Gomlek 
URL 7 


Tilsimli Gomlek 
URL 8 


Gorsel 3. Servi agaci motifinin kullanildigi tilsrmli gdmlekler 


Turk kiltiriinde servi agaci motifi, dliimstizliik, uzun hayat, Allah’a kavusma, 
k6tiiltiklerden korunma, sabir, bolluk, bereket ve sansin sembolii olarak gériilmiistiir. 
Serviler binlerce yil yasayabilen nadide aga¢lardandir ve ortalama yasam siireleri 600- 
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700 yil kadar uzundur (Mamikoglu, 2007: 114). Yapilarinin doga kosullarina dayanikli 
olmasi uzun 6miirlii olmalarini saglamistir. Regine ve baska bazi kimyasal maddeler 
igeren bir aZa¢ olmasi sebebiyle servi giizel kokuya da sahip bir agactir. Servi agacinda 
bulunan kesif kokulu asal yaglarin 6liim sonrasi bedende olusan kokunun mezardan 
uzaklasmasina ve ahirette giivenli bir gecisin saglanmasina olanak saglayacag1 inanci 
serviye deger kazandirmistir (Cetin ve Yayik, 2021: 492). 


2. Yontem 


Bu calismada; Tiirk kiltiiriinde fiziksel 6zellikleri1 ve sembolik anlamlari ile Gnemli bir 
yere sahip olan servi agaci motifi ele alinmistir. Calismada servi agaci motifi hem 
sembolik hem de form 6zellikleri bakimindan incelenip ¢agdas giysi tasarrmlarindan 
olusan kadin giysi koleksiyonu hazirlanmistir. Giintimiizde tasarrmcilar kendine 6zgii bir 
tarz olusturabilmek i¢in tarihten beslenerek, farkli bir bakis acisi yakalamak ve 6zgiin 
koleksiyonlar hazirlamak istemektedir. Calisma kapsaminda ele alinan servi agaci temas1 
ile olusturulan gitysi tasarimlarinda kiiltiirel 6gelere vurgu yaparak tasarrmlarda farkli 
form ve ytizey ¢alismalar1 yapmak amaclanmistir. Arastirmada nitel arastirma yontemi 
kullanilmistir. Calisma yiiriitiiliirken Oncelikle literatiir taramasi yapilmis, ¢alisma alani 
ile alakali yayinlar taranarak kavramsal cerceve olusturulmustur. Koleksiyon hazirlama 
stirecine dair asamalar gerceklestirilerek giysi tasarmmlari tiretilmistir. 


Tiirk kiltiirtine ait servi aZaci motifinden yola ¢ikarak giintin trendlerine uygun giysi 
koleksiyonlar1 hazirlanan arastirmada betimsel arastirma y6ntemi kullanilmistir. 
Uygulamali bir stireci kapsayan arastirma, Brigitte Borja De Mozota’nin tasarmm siirecine 
dair modeli esas alinarak eylem arastirmasi ile gergeklestirilmistir. Tasarimlari yapilan 
giysilerin koleksiyon stiregleri asamalar halinde tamamlanmistir. Bu tiir arastirmalarin 
amaci kuramsal bir gergeve iginde uygulamayi degerlendirmektir. Eylem arastirmalarinda 
stirecin betimlenmesi ve arastirmaci rehberliginde uygulamaya konulmasi gerekir. 
Gerekli planlamalar yapilarak Gneriler ve girisimler kapsaminda uygulama siirdiiriltir 
(Yildirim ve Simsek, 2008: 296). 
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Sekil 1. Koleksiyonda kullanilan tasarim stireci modeli 


Kaynak: Brigitte Borja De Mozota’nin Tasarim Siireci Modeli, Mozota, 2005: 31 


Caligma kapsamindaki koleksiyonlarin esin kaynagin1 olusturan, Tiirk sanatindaki 6nemli 
bezeme unsurlarindan servi agaci motifi; formu, ké6keni, ikonografik ve sembolik 
anlamlart acisindan giincel moda trendleri dogrultusunda kadin giysi tasarmlarima 
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yansitilmistir. Bu kapsamda toplam 27 parca, 15 lookdan olusan 5 kapsiil koleksiyon 
hazirlanmistir. Koleksiyon hazirlama stirecine konu arastirmasi ile baslanarak servi 
agacinin Tirk kiiltiiriindeki yeri, formlari, sembolik anlamlari ve kullanim alanlari 
incelenmistir. Gérsel ve yazili kaynaklardaki kiiltiirel miras unsuru servi aZaci konusuna 
dair elde edilen somut ve soyut degerlendirmeler sonucunda her bir koleksiyona ait duygu 
durum ve hikaye panolar hazirlanmistir. Hedef kitlesi 20-50 yas arasi kadinlar olarak 
secilen koleksiyon hazirlama siirecinde, seri olarak tiretilebilir ve kullanilabilir giysiler 
tasarlanmasi amaclanmuistir. [Ilham kaynag1 olan servi a8aci motifine dair konuyu ele alis 
ve yorumlama durumlarina goére giysi tasarimlarinin eskiz ¢izimleri yapilmistir. Eskizler 
iginden segilen tasarimlarin varyasyonlari olusturularak nihai giysi tasarmmlari 
belirlenmis ve prototipleri tiretilmek iizere bilgisayar destekli teknik ve illiistrasyon 
¢izimleri hazirlanmistir. Malzeme temini ve gerekli 6rnek uygulama ¢alismalarinin 
ardindan servi agaci motifi farkli stisleme, maniptilasyon ve form galismalari ile 
detaylandinilarak giysi tasarrmlarina yansitilmistir. Koleksiyon hazirlama siirecinin son 
asamalarinda kaliplari hazirlanarak provalari yapilan giysi tasarimlari nihai tirtin olarak 
tiretilmistir. 


3. Bulgular 


Calisma kapsaminda geng kadin tiiketicilere y6nelik 2023 Sonbahar sezonu i¢gin 27 parg¢a, 
15 looktan olusan 5 ayri kapsiil koleksiyon hazirlanmistir. Kapsiil koleksiyonlarina ait 
trend analizi, konu arastirmasi, mood board, hikaye panosu illtistrasyon ve teknik 
¢izimleri, doku-desen-siisleme detaylandirma caligmalarini igeren tasarimi paftalari ve 
tiretimi gergeklestirilmis giysilerin katalog gérselleri sunulmustur. Koleksiyon hazirlama 
stireci; sorusturma, arastirma, inceleme, gelistirme, gerceklestirme ve degerlendirme 
asamalar1 kapsaminda yiiriitiilmiistiir. Sorusturma asamasinda 2023 Makro ve mikro 
trendleri incelenerek Dogaya Déntis Makro Trendi kapsaminda “K6kler ve Baglar” mikro 
trendi secilmistir. Secilen trend dogrultusunda form, doku ve renk egilimleri dikkate 
alinarak servi agaci temas belirlenmistir. 


MAKRO TRENDLER 


FASHION SNOOPS TREND DOSYASI 


MACRO TRENDS 
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RETURN TO WILD MICRO TRENDS — DOGAYA DONUS MiKRO TRENDLERI 


INTERCONNECTED ROOTS & ECO-VIRTUOUS PRESERVING RAW & RADICAL 


WIRES STANDARDS LIFE RESOURCES 


I 
ECOSYSTEMS reba 


BIRBIRINE BAGLI YENIDEN KOKLER & EKO-AHLAKLI HAYATI SAF & RADIKAL 
EKOSISTEMLER YABANLASTIRMA BAGLAR STANDARTLAR MUHAFAZA KAYNAKLAR 
ETMEK 


GGrsel 4. Fashion Snoops 2023 Egilim Raporu 


RENKLER 2023 


FASHION SNOOPS RENK DOSYASI 


PREVIOUS APPROACH NEW APPROACH 


2a 
ie) Tr 


p= 


GGrsel 5. Fashion Snoops 2023 Renk Dosyas1 


Koleksiyon stirecinin arastirma asamasinda; servi agacinin Tirk kiilttiriindeki 6nemi ve 
kullanim alanlan yazili ve gorsel kaynaklardan form, sembolik anlam, motif ve renk 
6zellikleri agisindan arastirilmistir. 


Inceleme asamasinda; servi aZacinin form, sembolik anlam, motif ve renk 6zellikleri 
yorumlanarak giysi tasarimlarina aktarilmis sunum paftalari ve eskiz ¢izimleri 
yapilmistir. Eskiz ¢izimleri arasindan se¢ilen tasarimlar gelistirilerek illistrasyon ve 
teknik ¢izimleri hazirlanmistir. Detaylari gelistirilen tasarimlarin prototipleri tiretilmistir. 
Koleksiyonun ger¢eklestirme asamasinda iiretilen prototiplerin provalar1 yapilmistir. 
Giysi tasarimlarinin beden uyumlari test edilerek estetik acidan degerlendirilmistir. 
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1. Kapsil Koleksiyon 


SERVI AGACI 


AY 


Gorsel 6. Ahu Fatma MANGIR Atélyesi Didem OZYALCIN ¢alismalari (2022) 


Koleksiyon servi agacinin sembolik anlamlarindan yola cikarak yorumlanmistir. Uc¢ 
kozmik diizey yeralti, yeryiizii ve gékytiziinden olusur. Sirasiyla dliiler alemi, insanlar 
alemi ve Tanrilar alemidir. Agac¢ k6klerini en uzak derinliklerine kadar topraga saldigi ve 
dallariryla da gékytiziine uzandig1 icin sinirsiz olarak tasavvur edilir. Bu y6niiyle her 
seyden Once agac, stirekli olarak yeralti diinyasiyla ve gékyiizityle temasta olan, bu 
nedenle de yer ve gék arasinda iletisim yolu olan bir varliktir. Tasarimlarda kullanilan bu 
lig tig¢gen yeralti, yertistii ve gdkytiziinti sembolize eden tig kozmik ag1 anlatmaktadir. 
Motif tasarrmindaki tiggen ve daire ise diinyanin merkezini tasvir etmektedir. Literatiirde 
Servi aZacinin sembolik anlamlar arasinda bir hayat agaci oldugu ifade edildigi i¢in bu 


iki anlam birlestirilmistir. 
T rt Yeralt yertistii ve gokyiizti 
) } Dinyanin merkezi 


Gorsel 7. Ahu Fatma MANGIR Atélyesi Didem OZYALCIN desen calismasi (2022) 


Ilk kapsiil koleksiyon 1a, biistiyer, sort ve yelek tasarrmindan olusmaktadir. Kot biistiyer 
ve sortun iizerine siiet yelek yapilmistir. Dik yakali siiet yelegin kapanmasi arka 
ortasindan fermuarlidir. On ortasinda yakadan asa%i inen bant, kollarin cevresinden 
gecerek arka ortasina kadar uzanmaktadir. Yelegin 6n ortasinda tasarlanan servi agaci 
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motifine farkli renklerdeki kot kumaslardan kirkpare teknigi uygulanmistir. Yelegin 
model boyu kalga hizasinin iistiindedir. 


Siiet ve kot kumastan olusturulan kapsiil koleksiyondaki 1b tasarim elbisenin kapanmas1 
arka ortasindan fermuarlidir. On ortasindaki biritten gecen biye yakada arka ortasindan 
baglanmaktadir. Omuzlar1 acikta birakacak gekilde kollar bedene kol altindan 
birlestirilmistir. Elbise bedene kuplarla oturtulmustur. On ortasinda her iki kup arasinda 
stiet kumas kullanilmistir. Stiet kumas tizerine servi agaci motifine farkli renklerdeki kot 
kumaslardan kirkpare teknigi uygulanmistir. Model boyu diz hizasinin altinda 
sonlandinilmistir. 


Birinci kapsiil koleksiyonun son pargasi olan lc tasarim, bluz ve kapri pantolondan 
olusmaktadir. Asimetrik model 6zelligine sahip bluzun yakasi ”V” seklinde, sag kol 
diistik kollu cgalisilmis ve sol kolda stiet kumasla yapilarak kol altindan birlestirilmistir. 
Sol omuz siiet kumastan yapilmis tizerine servi agaci motifi farkli renklerdeki kot 
kumaslardan kirkpare teknigi ile uygulanmistir. Bluzun model boyu kalc¢a hattinda 
sonlandinimistir. Kapri pantolon asimetrik model 6zelligine sahiptir. Pantolonun sol 
kalca hattina tiggen seklinde stiet kumas yerlestirilmis ve tizerine servi agaci motifi farkli 
renklerdeki kot kumaslardan kirkpare teknigi ile uygulanmistir. Pantolonun sag pacasinda 
yan dikise stiet kumasg tizerinde ayn motif uygulanmistir. 


2. Kapsiil Koleksiyon 


Géorsel 8. Ahu Fatma MANGIR Atélyesi Rabia ASLAN galismalari (2022) 
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Koleksiyonda servi agaci edebi yénii ele alinmis ve Nazim Hikmetin “Hala Servilerde 
A&gliyorlar m1?” siirinden yola cikarak yorumlanmistir. 


HALA SERVILERDE AGLIYORLAR MI? 
Bir inilti duydum serviliklerde 
Dedim: burada da aglayan var m1? 
Yoksa tek basina bu kuytu yerde, 

Eski bir sevgiliyi anan rtizgar m1? 
Gézlere inerken siyah Grtiiler, 
Umardim ki artik dlenler giiler, 
Yoksa hayatinda sevmis Oliiler, 

Hala servilerde agliyorlar m1? 
Nazim Hikmet 


Siirin hissettirdigi duygu ve verdigi ilhamla mood board ve hikaye panosu hazirlanmistir. 
Siirin verdigi his ve ilham daha ¢ok siyah kumaslar, romantik ve kadinsi kiyafetler 
olmustur. Bu duygular ¢ergcevesinde uygun malzeme, kumas, doku, renk secimleri 
yapilmistir. 


Ikinci kapsiil koleksiyonun ilk parcasi 2a tasarrm, kadife kumastan yapilan bluz ve 
Ispanyol paca pantolondan olusmaktadir. Asimetrik model 6zelligine sahip bluz sifir 
yakalidir. Bluzun 6n sag bedeninde yaka ve kol alti arasinda aciklik yapilmistir. Sag 
bedende yan dikislerde belden etek ucuna dogru hafif acilim verilerek olusturulan kesige 
d6ért parca alt alta yerlestirilmistir. Yan dikiste yerlestirilen pargalarin tizerine farkh 
renklerdeki kumaslarla servi agacini tasvir eden desenlerle enkriiste teknigi ile yiizey 
olusturulmustur. Bluzun model boyu kal¢a hattinin asaZisinda sonlandirilmistir. Ispanyol 
paca pantolon simetrik olarak galisilmistir. Koyu yesil kadife kumastan yapilan 
pantolonun sag ve sol tarafinda her iki paganin ortasina, model boyuna dogru genisleyen 
tiggen seklinde sifon kumas yerlestirilmistir. 


Kadife kumastan yapilan kapsiil koleksiyon 2b tasarim, bluz ve pantolondan 
olusmaktadir. Simetrik model 6zelligine sahip bluza dik yaka uygulanmistir. Yakaya 
farkli renklerdeki kumaslarla servi agacini tasvir eden desenlerle enkiiriiste teknigi ile 
yuzey olusturulmustur. Yakanin arka ortasina birit ilik ¢alisilmistir ve bluz kapamasi arka 
ortasinda fermuarla saglanmistir. Bluzun diiz takma kol formunda kisa kolludur. Bluzun 
6n sag bedeninde yan dikise dogru farkli renklerdeki kumaslarla servi aZacini tasvir eden 
desenlerle enkiiriiste teknigi ile yiizey olusturulmustur. Bluzun model boyu bel 
hizasindadir. Kafide koyu yesil kumastan yapilan pantolon simetrik olarak galisilmistir. 
Pantolonun her iki tarafinda 6n beden pensten yan dikise dogru verev kesikleri vardir. 
Kesik pargalarin tizerine farkli renklerdeki kumaslarla servi agacini tasvir eden desenlerle 
enkiiriiste teknigi kullanilarak yiizey olusturulmustur. 


Ikinci kapsiil koleksiyonun son parcasi olan 2c tasarim elbise kadife kumastan 
calisilmistir. Dik yakali elbisenin kapanmasi arka ortasinda gizli fermuar ile yapilmistir. 
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Diiz takma kol formundaki elbisenin kol boyu kisadir. Elbise bedene kol evinden ¢cikan 
kuplarla oturtulmustur. On ortasinda her iki kup arasinda kafide kumas ayak bileklerine 
kadar uzatilmistir. Elbisenin her iki tarafinda yan dikislere farkli renklerdeki kumaslarla 
servi agacini tasvir eden desenlerle enkiirtiste teknigi ile yiizey olusturulmustur. Model 
boyu diz hizasinin altinda sonlandirilmistir. 


3. Kapsiil Koleksiyon 
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Gorsel 9. Hatice HARMANKAYA Atilyesi Ayla CEKICI calismalari (2022) 


Koleksiyon servi agacinin form 6zelliklerinden yola ¢ikarak tasarlanmistir. Servi agaci 
gelenegimizde ve toplumsal inang, degerlerimizde insan hayatinin dogumdan 6liime kadar 
var olma cabalarinin ve bir olmanin da semboliidiir. Mevsimlerin zorlu sartlarina ragmen 
yesilligini hic, kaybetmeyerek giiclii kalabilmesi ve dayaniklilig ile serviler, hayati tasvir 
etmektedir. Servi agacinin tyi sans getirdigine ve insanlari koruduguna inanilir. Dogum, 
yasam ve cennete ulasma arzusunu ifade eden inanci simgeler. Osmanli déneminde 
minareye benzetilen yapistyla servi, hayat agacidir. Servi agacinin dallarindaki kuslar 
hayatin igindeki canlilari simgeler (Kankal, 2016: 51). Bu bilgilerden yola ¢ikarak mood 
board ve hikaye panosu hazirlanmistir. Calisilan kadinlara y6nelik ofis giysileri olarak 
tasarlanan koleksiyonda servi agaci motifine stisleme unsuru olarak yer verilmistir. 
Stislemelerde hayatin canliligini ve ¢esitliligini simgelemesi agisindan farkli kumaslarla 
olusturulan kirkpare teknigi kullanilmistir. 


Kapsitil koleksiyonun ilk ¢alismasi olan 3a tasarrm, kase ceket ve etekten olusmaktadir. 
Kase ceket erkek yakali olup 6n ortas1 kapanmasiz acik ¢alisilmistir. Diiz takma kollu 
ceket truvakar kolludur. Ceket 6n ortasindan yan dikislere dogru verev kesiklere sahiptir. 
Ceketin model boyu diziistiinde sonlandirilmistir. Kirkpare teknigi ile olusturulan yiizey 
servi agaci formundaki motife, enkiiriiste teknigi ile ceketin etek ucuna bordiir seklinde 
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uygulanmistir. Kase kumastan yapilan yiiksek bel simetrik etegin beli kemerli olup 
kapanmasi arka ortasindan fermuarlidir. Etek boyu diz hizasinda sonlandirilmistir. 


Ince ya yesili kage kumastan yapilan 3b tasarim, ceket ve elbiseden olusmaktadir. 
Simetrik olan ceket sal yakali olup 6n ortasi agik kapanmasiz ¢alisilmistir. Raglan kollu 
ceket truvakar kolludur. Ceketin model boyu bel hattinda sonlandirilmistir. Ince kage 
kumastan yapilan simetrik elbise, sifir yakali ve sifir kolludur. Elbisenin kapanmasi arka 
ortasinda gizli fermuarla yapilmistir. Elbise bedene kol evinden ¢ikan kuplarla 
oturtulmustur. Elbisenin etek ucu volanla hareketlendirilmistir. Kirkpare teknigi ile 
olusturulan yiizey servi agaci formundaki motife, elbisede volan kesiginin tizerine 
enkiiriiste teknigi ile bordiir geklinde uygulanmistir. Elbise boyu diz altinda 
sonlandinilmistir. 


Kapsiil koleksiyondaki son parga olan 3c tasarim, bluz ve etekten olusmaktadir. 
Asimetrik olarak galisilan bluz sifir yakalidir. Bluzun kapanmasi arka ortasindan fermuar 
ile yapilmistir. Diz takma kol formundaki bluz truvakar kolludur. Kol agzina genis 
bantlar calisilmis ve bu bantlara bordiir seklinde servi agaci motifi kirkpare ve enkiiriiste 
teknigi ile uygulanmistir. Bluz bedene penslerle oturtulmustur. Sag bedeni sol bedeninden 
uzun olan bluzun sol bedeni, bel hizasindan baslayarak etek ucunda sonlanacak sekilde 
ice dogru kavislidir. Tam daire seklinde yapilan etegin beli kemerle temizlenmis olup 
kapamasi fermuarla saglanmistir. Etek boyu diz tistiindedir. 


4. Kapsiil Koleksiyon 
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Gorsel 10. Hatice HARMANKAYA ve Ahu Fatma MANGIR Atélyeleri Ayla CEKICI ve Zeynep ARABULAN 
caligsmalan (2022) 


Koleksiyon servi agacinin form 6zelliklerinden yola cikarak tasarlanmistir. Servilerin 
bicgimi yeraltindan fiskiran ve hizla giinese dogru yol alan bir duygu uyandirmaktadir. 
Mehmet Akif Ersoy’un Istiklal Margi siirinde “Fiskirir ruh-u miicerret gibi yerden 
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naasim/o zaman yiikselerek arsa deger belki basim’”’ dizelerinde 6len kisilerin ruhlarinin 
yerden fiskirarak gdkyiiziine ulasacag1 temasi islenmistir. Olen kisilerin ruhlarinin yerden 
cikarak gdkyiiziine ulasacag1 inanisinin k6kenini antik caglara kadar dayandirarak 
dogadaki yansimasini ise servi agaci formunda gérmek miimkiindiir (Torlak, 2013). 
Geleneksel ruhla yorumlanan konu kapsaminda mood board ve hikaye panosu 
hazirlanmistir. Feminen ve romantik tarzin hakim oldugu koleksiyonda servi agaci 
motifleri el isciligi ile detaylandinimistir. 


Kapsiil koleksiyonun ilk galigmasi olan 4a tasarim, krep kumastan yapilan bluz ve etekten 
olusmaktadir. Dik yakali krep bluzun 6n ortasinda g6giis hizasina kadar “U” seklinde bir 
acgiklik yapilmistir. Kollar dirsekten kesikli olup dirsek hatti ile kol a&zi bizgiliidiir. 
Kollarda omuz ve dirsek arasina servi agaci motifi, cesitli nakis teknikleri ve farkli 
renklerde nakis iplikleri ile elde islenmistir. Kol a&zinda genis bir manset ¢alisilmistir. 
Manset geriye dogru kivrilarak model 6zelligi verilmistir. Asimetrik model 6zelligine 
sahip olan etek daire seklinde ve 6n bedende volanl distisler olusturacak sekilde 
calisilmistir. Etegin beline kemer galisilmis ve kapanmasi arka ortasinda fermuar ile 
yapilmistir. Etek boyu ayak bileklerindedir. 


Krep kumastan ¢alisilan kapsiil koleksiyondaki 4b tasarim, simetrik elbise kalp yakalidir. 
Kollara drape ve biizgiilerle model 6zelligi verilmistir. Belden kesikli ¢alisilan elbise 
bedene kol evinden ¢ikan kuplarla oturtulmustur. Kuplarin her iki tarafina servi agacinin 
dal ve yaprak motifleri ¢gesitli nakis teknikleri ve farkli renklerde nakis iplikleri ile elde 
iglenmistir. Elbisenin kapanmasi arka ortasinda gizli fermuarla yapilmistir. Elbisenin 6n 
ve arka beline tig adet pili kage yapilarak bedene oturtulmustur. Elbise boyu diz hattinda 
sonlanmistir. 


Kapsiil koleksiyondaki son parca olan 4c elbise, jarse kumastan simetrik olarak 
calisilmistir. sifir yakali elbisenin yakasi gevresine genis ve uzun bant takilmistir. Bant 
sag omuzda fiyonk seklinde baglanarak elbiseye model 6zelligi verilmistir. Raglan kollu 
elbisenin kol agizlarina da manset olarak genis ve uzun bant takilmis ve bantlar kol 
aSzinda baglanmuistir. Elbise bedene kol evinden cikan kuplarla oturtulmustur. Onde 
bedenin tist kismina elbisenin kendi kumasindan yapilan kordonlar ile stilize motifler 
olusturacak sekilde elde tutturulmustur. Elbisenin boyu diz altinda sonlandirilmistir. 
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5. Kapsil Koleksiyon 


Gérsel 11. Hatice HARMANKAYA atélyesin Ayla CEKICI, Esma DAGLI ve Berfin DEMIR calismalan (2022) 


Yunan Mitolojisinden yola cikarak Auge ve Telephos'un oglu olan Kyparissos 
(Kuparissos) ve geyiginin hikayesinden yola ¢cikilmistir. Hikayede, insanin hayvana olan 
sevgisi islenmistir. Kyparissos geyigini hig yanindan ayirmaz ve onu en giizel otlaklara 
gdtirtir. Yakisikli gencin giizelligine hayran, biraz da asik olan tanri Apollon; giinden 
gtine artan bir kiskanclikla, uzaktan uzaga kirlarda delikanlinin geyigine olan sevgisini 
izler. Bir giin geyigi uyurken avlanmaya ¢ikan Kyparissos, okunu firlattig1 anda Apollon 
okun yoniinti degistirerek geyigin vurmasina neden olur. Cok tzilen Kyparissos 
Apollon’a kendini de 6ldiirmesi icgin yalvarnr. Delikanlinin ¢ektigi aciya dayanamayan 
Apollon Kyparissos'un dilegini yerine getirir. Geyiginin basinda duran Kyparissos’ u 
gdvdesi koyu yesil yaprakli, uzun 6miirlii servi aZacina dénistirtir. Bu hikayeden yola 
¢ikarak mood board ve hikaye panosu hazirlanmistir. Toprak renklerinin agirlikh oldugu 
koleksiyonda servi agacinin dallari ve yapraklari siisleme unsuru olarak yorumlanmistir. 


Besinci kapsiil koleksiyonun ilk pargasi 5a tasarrm, gabardin kumastan yapilan bluz ve 
Ispanyol paca pantolondan olusmaktadir. Simetrik model ézelliZine sahip bluza omuzlari 
kapatacak sekilde genis volanli yaka uygulanmistir. Yakanin uclarina stilize yaprak 
motifleri cesitli nakis teknikleri ve mavi tonlarda nakis iplikleri ile elde islenmistir. 
Bluzun kapanmasi arka ortasinda gizli fermuar ile saglanmistir. Takma kollu bluz 
truvakar kolludur. Bluz bedene g6&iis ve bel pensleri oturtulmustur. Bluzda etek ucuna 
dogru acilim yapilarak peplum gorintimii verilmistir. Bluzun model boyu kalc¢a 
hizasindadir. Ispanyol paca simetrik pantolonun pagalarina bluzdaki stilize yaprak 
motifleri bordiir seklinde elde islenmistir. Pantolonun kapamasi yan dikiste gizli fermuar 
ile saglanmistir. 


Krep kumastan yapilan kapsiil koleksityondaki 5b tasarim, yelek ve tulumdan 
olusmaktadir. Asimetrik model 6zelligine sahip yelek sifir kollu, sifir yakali galigilmistir. 
Yelegin 6nti sa& omuzdan sol yan dikise dogru kavislidir. Yelegin kavis kenarlarina 
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enkiiriiste teknigi ile stilize yaprak motifleri su seklinde uygulanmistir. Simetrik olarak 
calisilan tulum krep kumastan sifir yakali ve kisa diiz takma kolludur. Tulumun 
kapanmasi arka ortasinda gizli fermuar ile saZlanmistir. Tulum boyu ayak bileklerinde 
sonlandinilmistir. 


Kapsiil koleksiyondaki son parga olan 5c tasarim, ceket ve elbiseden olusmaktadir. Jakarli 
kumastan hakim yakali ceket 6nti acik ve kapanmasiz calisilmistir. Omuzdan gelen 
kuplarla model 6zelligi uygulanmis, ceketin kollari kol altindan tutturularak omuzlari 
acikta birakilmistir. Krep kumastan sifir yakali, takma truvakar kollu elbise, ¢arliston 
stilinde yapilmistir. Elbisenin omuz basina stilize aga¢ dallarmi ifade eden desenler 
makine nakisi ile islenmistir. Elbise bedene kuplarla oturtulmus etek ucuna plise 
yapilmistir. Elbise boyu dizin altindadir. 


4. Sonuclar ve Oneriler 


Tiirk kiltiiriinde hem sembolik hem de gorsel olarak 6nemli bir bezeme unsuru olan servi 
agaci motifinin ge¢misten bu yana dokuma, ¢ini, mimari, tekstil, resim, bakir ve tas 
igleme sanati gibi bircok alanda kullanildigi gériilmiistiir. Hem goérsel hem de sembolik 
anlam olarak en cok 6liimsiizltik ve uzun hayati sembolize ettigi, mavi, yesil, kirmiz1 ve 
krem renklerle birlikte kullanildigi belirlenmistir. 


Hazirlanan koleksiyonlarda ise genellikle servi agacina stisleme unsuru olarak yer 
verilmistir. Servi agacinin sekil ve gorsel olarak estetik g6ériinmesinin stisleme olarak 
yorumlanmasina neden oldugu diisiiniilebilir. Arastirma kapsaminda toplam 27 par¢a, 15 
look ve 5 kapsiil koleksiyondan olusan giysi tasarimlarinin seri olarak kitlelere tiretilebilir 
ve satilabilir olmasina dikkat edilmistir. Arastirma kapsaminda kiiltiirel miraslar 
icgerisinde yer alan Tiirk sembolik degerlerinden servi agaci motifinin kullanim alanini 
genisletecek, yayginlastiracak giysi tasarrm Onerileri sunulmasi ve bu amagcla kiiltiirel 
strdtrtilebilirlige katki saglanmasi hedeflenmistir. Bu amag¢ dogrultusunda tasarim 
sektériindeki ilgili kisilere, tasarim egitimi alanindaki uzmanlara ve 6grencilere kiiltiirel 
dgelerden yola ¢ikarak hazirlanan 6rmek kapsiil koleksiyon stire¢leri sunulmustur. 


Tiirk kiiltiirtinde yer alan ve gorsel ifadelerinin yam sira farkli anlamlar tasiyan gam agaci, 
kavak agacl1, ¢inar agaci, ardi¢, kayin gibi diger sembolik degerlerin tasarrm konularinda 
ve iceriklerinde kullanilmasi, bilinirliklerinin arttimlmasi, konu olarak tasarim 
projelerinde yer almasi kiltiirel siirdiiriilebilirlik agisindan 6nem tasiyacaktir. 
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Chance in New Media Installations 


Assist. Prof. Sevgi AKA 
Istanbul Topkapi University 


Abstract 


This paper aims to explore, the significant conceptual gaps between the intention of the artist 
and conservation practices. Especially today contemporary art has become more than just 
production of physical objects, it also involves chance and accidents in the process of 
determining artistic practice. In other words, there could be instances when a time-based media 
installation is installed an accident occurs and the artist prefers to keep it the way chance 
determined. Also exhibiting a media installation at a new place or even a re-positioning of a 
media installation might result in changes in its impact. There will be changes in the context and 
how the viewer will perceive the work. On each occasion a time-based media work is installed 
and activated, artistic decisions are revisited. In other cases, an unpredictable situation can 
define the work and artists can cherish the potentials of technology’s uncertainty. Of course, this 
kind of decision making can never be repeated after the artist and these chance-based 
occurrences present a challenge to conservators. Nevertheless, introduction of chance is one of 
contemporary art’s methods. Welcoming chance in Dada was a rejection of order, control, 
rationality of Modernity. To conclude, this research aims to investigate the role of chance in 
media installations. It also aims to question the assumption of the artwork being stable and 
unchangeable while going through the process of conservation in art institutions. This research 
poses the question “What is the role of chance and accidents in new media installations?” 


Keywords: chance, new media installations, unpredictability, art conservation 


Yeni Medya Enstalasyonlarinda Rastlanti 


Dr. Ogr. Uyesi Sevgi AKA 
Istanbul Topkapi University 


Ozet 


Bu galigma sanatcinin niyeti ile konservasyon pratikleri arasindaki kavramsal bosluklan inceler. 
Ozellikle bugiin caSdas sanat sadece fiziksel nesne tiretmekten daha fazlasi olmus, rastlantilar ve 
kazalar da sanatsal pratigin belirleyicisi olarak G6nemli bir rol oynamaya baslamistir. Diger bir 
deyisle, bir medya enstalasyonu yeni bir yerde sergilenirken ya da tekrar konumlandirilirken 
eserin etkisi degisecektir. Eserin bafSlaminda ve izleyicinin esere bakisinda farkliliklar olusur. 
Bununla birlikte, zaman odakli medya eseri her yerlestirildiginde ve aktive edildiginde, sanatsal 
kararlar tekrar g6zden gecirilir. Sanatc1 zaman odakli bir medya enstalasyonu yerlestirilirken bir 
kaza meydana gelebilir ve eserin tesadtifiin belirledigi sekilde kalmasini tercih eder. Diger 
durumlarda, belirsiz bir olay eserin nasil olacagim belirler ve sanatci teknolojinin 
Ong6riilemezliginin potansiyelini kendi lehine kullanir. Bu tir bir karar mekanizmasinin 
sanatcidan sonra tekrar edilemeyecegi ve rastlantt odakli eserlerin konservatérlere bir zorluk 
cikaracagi asikardir. Yine de rastlantinin siklikla bir metot olarak kullanilmasi gagdas sanatin 
6zellikleri arasindadir. Dada akiminda sanatgilarin rastlantiy1 isin tiretim stirecine davet etmeleri, 
Modernitenin diizen, kontrol ve rasyonel distince bicimlerini reddetmekle ilgiliydi. Sonug olarak, 
bu arastirmanin amaci medya enstalasyonlarinda rastlantinin roliinti incelemek ve sanat yapitinin 
miize gibi sanat kurumlarinda korumaya alinirken eserin sabit ve degismez olmasi diistincesini 
sorgulamaktir. Bu arastirma “Yeni medya enstalasyonlarinda rastlanti ve kazalarin rolti nedir?” 
sorusunu sorar. 


Anahtar Kelimeler: Rastlanti, Yeni Medya Enstalasyon, Belirsizlik, Sanat Konservasyonu 
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Introduction 


The inherent characteristics of an artwork from any art period determine how art 
conservers decide to approach it. To begin with, it is important to differentiate 
technological arts preservation from conventional fine art preservation. When a work of 
fine art with stable physical properties is added to a museum collection, conservers tend 
to fight the passing time and present the work as if time does not exist. These works can 
later become timeless, especially since they are intended and chosen to be transmitted to 
future generations; therefore, the erasure of the marks of the passing time is necessary. 
However, artworks of the 20th century do not always possess strictly definable 
boundaries. Some of them are open to change and have variable physical properties. 
Chance and accidents play an important role in some of the works. Thus, their 
conservation may present challenges. This paper aims to investigate the changing nature 
of an artwork and its conservation as well as what it means to preserve a work with a 
changing nature. 


In addition to the changing nature of the work, the constantly changing technological 
environment the work is built in presents another challenge. It could be possible to repair 
a 500-year-old oil painting after it is made with more or less the same conservation 
materials however, the repair of a ten years old technological art requires ten years old 
tools and means in other words software and hardware. To put it differently, the 
environment the work is built in will constantly be changing. Even a work of art done 
five years ago could be difficult to function today due to the changes in hardware and 
software. The rapidly changing medium and techniques of art production resulted in 
rapidly changing impacts and losses. Due to this, the work would be sooner or later out of 
date. Therefore, using technology is like doing land art: one knows that, if precautions are 
not taken, the entropy will sweep the work away. 


Preservation of New Media Installations and Chance 


Due to the complexity of contemporary art involving technology, attempts of 
conservation lead to acts of reconditioning and remediation. Unesco defines digital 
preservation as: “Digital preservation consists of the processes aimed at ensuring the 
continued accessibility of digital materials. To do this involves finding ways to re-present 
what was originally presented to users by a combination of software and hardware tools 
acting on data.” (UNESCO). Accordingly, the key task of preservation “ensuring the 
continued accessibility” is secured by a process of handling, recovering and thus 
reconditioning of the work. 


With regard to the conservation of digital art, a detailed look at the differences between 
contemporary art and New Media art is critical. Lev Manovich (1996) describes both the 
contemporary art world and the New Media art world. The first one, as he calls Duchamp 
Land, is a place where artwork’s content has primary importance. The contemporary 
artwork’s features include an “ironic, self-referential, and often literally destructive 
attitude towards its material”. Whereas Turing Land, the New Media Art world, is 
centered on the computer art technology and serious artworks lacking irony. 
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Manovich (1996) also points to similarities between the computer industry and art 
produced with the computer. New media artists seldom question the basic nature of 
computer technology even though there are moments when technology does not function, 
crash or “computer programs run out of memory; that half of the links on the WWW lead 
nowhere...” He goes on to explain: “In short, our civilization is rushing to ground itself in 
a technology which can only be described as highly unreliable, transient, and incomplete. 
When computers don't work at a computer art show, the artists and the audience always 
treat this fact with horror, although they are present at an industry demo - as opposed to 
taking this to be a wonderful Dada-like accident.” (Manovich, 1996). Although Manovich 
suggests that technology is unreliable, artists fail to notice the artistic potentials of 
technology’s unpredictability. To the exact contrary to new media artists, Dada artists 
merged art and life and some even considered including unexpected parameters control 
their works. 


At the beginning of 20th century, artists were searching for a new language in art, 
questioning rationality and started welcoming accidents in their artistic practices. Marcel 
Duchamp’s artwork The Bride Stripped Bare by Her Bachelors, Even (La mariée mise a 
nu par ses célibataires, méme) which is often called Large Glass (Le Grand Verre) 
cracked in transit and Duchamp decided to leave it as it is since the breaks seemed to 
follow the same direction. The artist added that, he was ready “to take anything as comes 
along” (Yucef Merhi, 2015) which is a contradictory approach to institutional 
conservation practices. However, Duchamp paved the way to the contemporary artistic 
practice that prioritizes the experimentation and choice of the artist. Even though he also 
used a type of “controlled” chance in the production of the Large Glass and other works 
such as 3 Standard Stoppages, the accident that occurred with the Large Glass was 
unexpected. Moreover, he openly declared that, the intervention of chance and the new 
cracks in the glass actually contributed to the completion of the work (Seitz, n.d. as cited 
in Molderings, 2010). 


Any human act is finally related to chance. Realization of one’s intention may not_always 
be under total control, it also contains unforeseen instances. Since dadaism invented 
chance-based art practice as a rejection of rationality of modernity (Molderings, 2010: 2), 
chance can be considered in contrast to the reason, order and control. If technology can 
be associated with control, order and rationality, then the dada artists after the First World 
War would be searching for the opposite: the nonsense. 


In addition to the chance, participation in art also led to the inability to anticipate what the 
work will look like in the end. According to artist, curator and new media theoretician 
Peter Weibel (2012) in Post-media condition, there is no art beyond media and the 
spectator is no more a passive observer but now an emancipated, user of media. The 
public is now equal in front of the technologies. Thanks to the democratized art 
environment, they participate in generating content. The internet served as a platform 
where people can express their ideas and share information. It became a participatory 
meeting point and activated the once passive spectator (Weibel, 2012). This increasing 
level of participation in art making led to decrease of definite and absolute works of art. 


Along the same lines Pip Laurenson (2006) provides an art historical background to the 
same indefinable and vague condition of the work. She takes “the concept of an artwork” 


I" ARTSSDESIGN-ICSSIET 2022 
July 30-31 2022 G|seoe 


Mugla/TURKIYE 


https://www..lessietcongress.com/icssiet-art-design-congress 


and reminds us that prior to the Romantic conception of art there was not much difference 
between art and craft. However in Romanticism artists gained freedom and started to 
connect with something transcendental in the production of their works. This 
transcendental character of the work generated the need to preserve the work’s 
immaterial identity and not only physical integrity. 


The ephemeral and time-based media art, have to be handled differently than space-based 
works where the conserver’s task is to be true to the original. Laurenson (2006) 
investigates alternative methods of approaching originality. A time-based installation is 
displayed as a sort of event and can be considered as a performance where the most 
important aspect is the viewer’s experience. Performance has special parameters of 
preservation compared to space-based works of art. Laurenson (2006) reminds that: 
“Time-based media installations exist on the ontological continuum somewhere between 
performance and sculpture.”. She points to the gap between a (Western) musical score 
(the directions of how the music should be played) and the execution of the score, which 
is the performance. Similar to a Fluxus score, it gives freedom to the performer as well as 
highlighting the variety of experiences the spectator can live in watching the same 
performance in a different time and place. This demonstrates the uniqueness of a 
momentary performance as well as authenticity of every single execution of the score 
(Davies, 2001, as cited in Laurenson, 2006). 


Accordingly, the “identity” of the work becomes prominent in time-based installations, 
because they are not only more elaborate but also multifaceted in terms of perception. 
This is why their identity is more vulnerable. In this sense, the execution of the time- 
based media installation being unique each time may also lead us to perceive it as a 
unique piece in each show. In a time-based media installation, there are no performers 
however, the work is performing itself, it is active (Laurenson, 2006). Additionally, 
Bruce Nauman highlights the importance of letting go of one’s work as it leaves the 
studio_(Nauman, n.d, as cited in Laurenson, 2006). Likewise, as the work is being 
exhibited the artist has no control over how the viewer interprets the work. In both cases, 
the artist has no control anymore. 


This inevitable change in the work’s perception and having no control is further 
explained by Laurenson: “...each occasion a time-based media work is installed and each 
time a musical work is performed, decisions are revisited and sometimes re-made as to 
what aspects of the work are significant to its identity.”. She continues: “Artists may have 
been extremely careful about the fine and practical details involved in the realization of 
their works. In other cases, an accidental detail can define the work.” (Laurenson, 2006). 
Furthermore, there are reasons why artists choose certain media and tool to generate a 
feeling or a thought. An unexpected event or an accident may determine the work. Thus, 
in contemporary works, the daily events can be more important than the authenticity 
based on physical properties and uniqueness of the work. In search of a new artistic 
language, Marcel Duchamp welcomed accidents in his practice, claiming that he was 
open to anything that comes along, influencing the 20th century art. Since the author is 
dead (Barthes, 1967) and accidents take over, how can we talk about the work’s identity, 
authenticity and authorship? 
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On the other hand, the task of the conservator is to maintain the work in its authentic, 
original nature and to prevent deterioration caused through time. What if the nature of the 
work is changing? Conservator-restorer Morgane Stricot poses the question: “If the 
authenticity of a work no longer lies in its materiality, what does it mean for an 
interactive digital installation to be authentic?” (Stricot, 2017: 169). If we update the 
equipment and physical components of the work is the medium still conveying the same 
message? Stricot claims that, these practical solutions to preserve the work implementing 
various new materials lead to a new concept; “a dynamic authenticity” which is 
independent of material. It is rather seen as an “installed event.” (Laurenson, 2006, as 
cited in Stricot, 2017). When the work has unstable materiality, it becomes an event that 
resembles the performances done with scores. The work has a conceptual frame and there 
is room for interpretation left for the performer. 


She adds that the work’s ability to maintain its authenticity is not about the technical 
components but it is rather about its interaction with the viewer. Therefore, as long as the 
interaction can be preserved and made sure that can be reestablished, the work can be 
preserved. She strengthens her claim by exemplifying musicians following musical scores 
(Stricot, 2013: 169). As in Fluxus scores defined as a set of general instructions for the 
work to be executed, however, it also leaves room for the executor and the participant to 
decide and for unplanned events to occur. Scores used by the Fluxus artists in the 1960s 
were simple instructions and enabled the performer to interpret the work. They valued the 
democratic form of making art, thus they invented scores for anyone to be able to 
participate. Its significance lies in the fact that Fluxus artists were against the market 
economy and private ownership and scores could neither be materialized nor sold. Lastly, 
chance and accidents were playing a big part in the production of Fluxus works (Tate). 


The Fluxus and dada artists decide to open themselves to the unexpected; however there 
are moments when the media artist also experience unexpected situations. For instance, 
when a time-based media installation is installed a second time, even though both of the 
exhibition spaces may be white cubes, there will be changes in the context and its 
reception. As Guez, Stricot, Broye and Bizet (2017) points: “...digital art preservation are 
extensively based on a comparison with performance art and an immaterialist conception 
of art.” (119). Digital art’s association with performance art is a significant step after 
Manovich’s description of the Turing Land and it opens the way to accidents. In addition 
to accidents, exhibiting a digital work at a new place or even a re-positioning of a media 
installation might result in changes in its impact. The concept “dynamic authenticity” 
suggested by Stricot (2013) was a practical solution to deal with preservation of the kinds 
of works, which have dynamic identities and are independent of material. 


Conclusion 


Finally, these examples demonstrate that each theorist/writer has his/her own 
interpretation of how to deal with new media installations under unplanned situations. 
Artists do not always produce works that have clearly definable physical boundaries. 
They rather welcome chance and accidents as an integral part of their works. Some take 
them as inspirational contributions. As they allow different parameters define their works, 
their works are open to change. Therefore, their conservation would involve more 
research and direct contact with the artist. In the case of accidents and unexpected 


I“ ARTS DESIGN-ICSSIET 2022 
July 30-31 2022 G|seoe 


Mugla/TURKIYE 


https://www..lessietcongress.com/icssiet-art-design-congress 


situations contributing to the creation of the work, collection of practical details regarding 
the realization of the work would not help the conserver. The main idea behind being 
open to unexpected encounters is the Dadaist merging of art and life. Most importantly, 
art resembles life and embraces the basic law of nature: change. However, the focus of 
the transience of the moment contradicts with the attempts of preservation after the artist. 
In this case, since this kind of decision making can never be repeated after the artist, the 
work should be considered separately to the artist’s intention. The preservers and the new 
owners of these works should acknowledge that the work is now detached from the 
artist’s decisions and intentions and thus there will be a separation of nature’s law, 
change, chance and freezing of time. 
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Anadolu Selcuklu Devleti Motifleri Kullanilarak Mumlama Batik 
Yéntemiyle Moda Aksesuar Uriinlerinin Tasarlanmasi™ 


Ars. Gér.Mehmet AKTURK! 
Dr. Ogr. Uyesi Ahu Fatma MANGIR? Dr. Oér. Uyesi Meral ISLER? 
Selcuk Universitesi Mimarhk ve Tasarim Fakiiltesi El Sanatlari Boliimii 


2Selcuk Universitesi Mimarhk ve Tasarim Fakiiltesi Moda Tasarim: Boliimii 


Ozet 


Asirlar boyunca farkl kitalarda gok genis alanlarda yasayan Tiirkler, uzun yillar farkli inan¢ 
ve sanat anlayisina sahip toplum ve medeniyetlerle ilim ve sanat etkilesiminde 
bulunmuslardir. Bu etkilesim zengin ve benzeri bulunmayan bir kiltiir hazinesinin 
giintimitize kadar aktarilmasina olanak saglamustir. Tiirk tarihinde, birgok alanda oldugu gibi 
sanatsal faaliyetler alaninda da derin izler birakan Anadolu Selguklu Devleti dénemi de, 
giintimitize ulasan Tirk kiltiir hazinesinin zengin 6meklerine sahiptir. Bu calismada, 
Anadolu Selcuklu Dénemine ait mimari siisleme alaninda kullanilan motifler kumasa 
aktarilarak tasarmmlar yapilmis ve giysi tamamlayicisi olan moda aksesuar (sal, fular, mendil, 
kravat, bandana vb.) koleksiyonu olusturulmustur. Arastirma Konya ili merkezinde yer alan 
Anadolu Selcuklu Devleti d6énemi eserleri ile smirlandiriImistir. Veri toplama sonrasinda 
gézlem formlarina kaydedilen motifler incelenerek, giyim iiriintinde kullamlabilecek ve 
teknik olarak ahsap bask: kalibi olarak tiretilmeye uygun olan 7 adet motif belirlenmistir. 
Secilen motiflerin karakteristik 6zellikleri korunarak kaliplar olusturulmus ve tasarlanan 
giysi tamamlayicilari tizerine aktarilmistir. Olusturuldugu d6nemin sanatsal 6zelliklerini 
yansitan bu motiflerin kumasa aktarilmasi batik sanati ile gerceklestirilmistir. Motiflerin 
kumaslara aktarilarak kumaslarin desenlendirilmesinde batik y6ntemlerinden biri olan 
kalipla mumlama batik kullanilmistir.Calismada ayrica mumlama batik yéntemi 
uygulanmasinda geleneksel yéntemlerden farkli olarak arastirma kapsaminda gelistirilen 
mumlama ve yikama kazanlari kullanilmistir. Arastirmanin, konu ile ilgili bundan sonra 
yapilacak ¢alismalara y6n vermesi, geleneksel motiflerden esinlenerek gagdas tasarimlar 
olusturulmasinda ve gecmisimize isik tutan motiflerle kiltiirel degerlerin aktarilmasina 
katkida bulundugu diistintilmektedir. 


Anahtar  Kelimeler: Anadolu Selcuklu  Devleti Motifleri, batik — sanat, 
kumas desenlendirme, mumlama batik, moda aksesuar koleksiyonu 


* Bu calisma SU Bilimsel Arastirma Projeleri Koordinatorliigiiniin destekledi3i 19404001 numarali Tasarim 
Projesinden hazirlanmuistir. 
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Fashion Accessories Design With Waxing Batik 
Method by Using Anatolian Seljuk Motifs 


Res. Assist. Mehmet AKTURK, 
Assist. Prof. Ahu Fatma MANGIR & Assist. Prof. Meral ISLER 


Abstract 


The Turks, which have been spread over a wide area for centuries, have been in interaction 
with the arts and civilizations which have many different beliefs and art concepts for many 
years. This interaction led to the transfer of a rich and unique cultural treasure to the present 
day. The Seljuk period also has rich examples of this cultural treasure. In this project, Seljuk 
period patterns; will be transferred to the fabric with waxing batik method, complementary 
clothing (shawl, scarf, handkerchief, bandana, etc.) collection will be created. The study is 
limited to the Seljuk artifacts located in the center of Konya. After the data collection, the 
motifs recorded on the observation forms were examined and 7 motifs that could be used in 
clothing products and technically suitable to be produced as wood print patterns were 
determined. The complementary accessories will be designed with selected patterns while 
preserving the original characteristics of the selected patterns. Transferring the patterns to the 
fabric will be done with the art of batik. By transferring the motifs to the fabrics, one of the 
batik methods is waxing batik, which is one of the batik methods. In the study, different from 
traditional methods, waxing and washing tubs developed with in the scope of the research 
were used in the application of the waxing batik method. The study has a unique perspective 
in terms of transferring the designs of Seljuk period to fabrics and creating accessories. The 
aim of the research is to guide to future studies related to the subject, creating an exemplary 
method for creating contemporary designs inspired by traditional motifs and contributing to 
the transfer of cultural values with motifs that shedlight on our past. 


Keywords: Anatolian Seljuk Motifs, batik art, fabric patterning, waxing batik, fashion 
accessories collection 


1. Giris 


Insanoglunun yasadig1 cevreyi giizellestirme ve farkli unsurlar ile bulunduklari 
ortami ve kullandiklar1 objeleri stisleme arzusu ilk ¢aglardan itibaren goriilmektedir. 
{lk caglarda insanlar magara duvarlarini, giindelik esyalarimi, cevresini ve hatta 
bedenlerini siisleme arzusu ile hareket etmislerdir. [lk insanlarin kumaslari cevre 
kosullarrndan korunma ve 6rtiinme amagli kullanmaya basladigi bilinmektedir. 
Kumas yapiminda kullanilan malzemelerin ve hatta dokumalarin dayanikli olmamas1 
ilk dénem 6rneklerinin giintimiize ulasmasini engellemistir ve bu nedenle kumas 
dokumaciliginin tam olarak nerede ve ne zaman basladigi1 bilinmemekle birlikte 
arkeolojik bulgulardan kumas dokumaciliginin ve stslemeciliginin tarih Oncesi 
caglara dayandigi bilinmektedir. Baskiciligin da yine arkeolojik bulgulara 
dayandirilarak tarih 6ncesi ¢aglarda var oldugu bilinmektedir. 1964 yilinda yapilan 
kazida elde edilen Catalhéyiik’te pismis kilden yapilmis M.O. 7000 yilina ait cok 
sayida miuhiir bicgiminde kaliplara rastlamaktayiz, bu miihiirlerden yola ¢ikarak 
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kalipla baski tekniginin bilindigi diisiiniilmektedir (Kaya,1988:10,44). Rusya’nin 
Kuban bdlgesinde bir savasc1 mezarinda bulunan resimli tabut  ortisti 
desenlendirilmis kumaslarin ilk 6rneklerindendir. Halikarnas dogumlu olan Heredot 
yazilarinda (M.O. 484-425) Hazar Denizi dolaylarinda yasayanlarin dogal bitkilerden 
elde ettikleri boyalarla kumaslari hayvan figirlii desenlerle siislediklerini ve 
bunlardan yapilmis giysileri kullandiklarint yazmaktadir. Tiirklerin Anadolu 
Oncesinde ve Anadolu’da, dokuma kumas, hal1, kilim, ke¢e, nakis gibi tekstil tiriinleri 
ile ugrastiklar1 bilinmektedir. Fikri Salman gcaligmasinda “Orta Asya dokumalari 
¢ogu zaman ana renklerle boyanmis kumas pargalarinin, aplike olarak dikilmesiyle 
olusmustur. Bu dokumalarda hayvan miicadelelerinin motif olarak islenmis 
olabilecegini tahmin ediyoruz. Zira ele gegen kecgelerde benzer aplike figiirler, yiin 
ipligiyle dokunmus parcalarla yapilmistir. Genel olarak styah, kirmizi ve sari renkler 
hakimdir” demektedir (Salman, 1998: 141). Anadolu’ya Tiirkler gelmeden 6nce de 
burada ileri diizeyde dokumaciligin oldugu belirtilmektedir. Tekstil baskiciligi, 
desenlerin elyaf ya da ipliklerle olusturuldugu ke¢e, dokuma, 6rme gibi tekniklerden 
farkli olarak tiretimi tamamlanmis tekstil yapilarinin tizerine estetik anlatimlarin 
geleneksel ya da endiistriyel y6ntemlerle aktarildigi yiizeysel bir uygulamadir 
(Akbostanci1, 2014: 31). Geleneksel yéntemlerden baslayarak siirekli bir gelisme 
gdstermis yenilikgi bir alandir. Tekstilde baskicilik, gecirdigi evrelerden, teknoloji ve 
diger sanat dallarindan etkilenmistir ve 6zellikle sanayi devrimi ile bu alanda biiyiik 
gelismeler yasanmistir. 


Gecmisten giintimiize kadar pek cok farkli teknikte boya ve baski tekniklerinin farkl 
kiilttirlerde yer alarak kullanildigi bilinmektedir. Bu tekniklerden biri olan rezerve 
tekniginde rezerve yani kapatma malzemesinin uygulandig1 yerler orijinal renginde 
kalmakta, kapatilmamis alanlar ise uygulanan boyarmaddenin rengini alarak yeni 
deseni olusturmaktadir. Rezerve teknigi, kumasta boya almasi istenmeyen yerlerin 
kimyasal maddeler veya mekanik olarak, farkli gekillerde kapatilarak yapilan 
boyama teknigidir. Rezerve teknigi, kullanilan tiretim tekniklerine gGre ¢esitli isimler 
almistir. Orijinal ya da ham renginde kalmasi istenen bélgelerin kapatilmasi tekstil 
tiretiminin farkli asamalarinda ger¢eklestirilebilmektedir. Bu yiizden iplik, kumas ve 
bitmis tiriin agamalarinda yapilmis rezerve boyama ¢esitleriyle karsilasmak 
miimkiindiir. Kumag iizerinde dogrudan boyama ile desenlendirme isleminin 
yapilmasina dair ilk yontemler, desenin kapatilarak boyarmaddenin ulasmasina engel 
olunmasi esasina dayanmaktadir. Boylelikle kumas boyandiginda rezerve edilen 
alanlar boyanmamustir (Kurtuldu, E. ve Yildirim, L. 2019: 94). 


Tekstil boyama sanatlarindan biri olan Batik, gegmisten giiniimiize kadar gelmis en 
eski sanatlardan biridir. Tarihi M.O ikinci yiizyila kadar uzandig1 s6ylenen bu sanat 
dali, Tiirkler tarafindan da uygulanmis olup ilk 6rneklerini de Orta Asya da M.S 700- 
750 yillarmnda vermistir. Kimi arastirmacilar, batik s6zciigiinti eski Tiirkce de 
kullanilan yazi, resim anlamina gelen "batik" sdzciigii ile iliskilendirerek bu sanatin 
Tiirklere ait oldugunu ve hatta Hindistan ve Malezya ’yada buradan yayildigini ileri 
suirmektedirler. Bugiin basta Giiney Dogu Asya olmak iizere Tiirkmenistan, 
Afganistan, Cin, Endonezya, Filipinler, Sri Lanka, Bati Afrika ve Avrupa’da da 
uygulanmaktadir (Yayan ve Ertiirk, 2012: 555). 
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Literatiirde rezerve boyama teknikleri, geleneksel batik sanati yéntemleri ve 
uygulamalari ile ilgili olarak birgok ¢alisma yer almaktadir. Ercivan 2007 yilinda 
yapmis oldugu caligmada batik tekniginin tarihi, uygulanmasi ve son dénemlerdeki 
durumu hakkinda bilgi vermistir. Halaceli (2011) dokuma-sikistirma ve rezerve 
boyama islemleri ile yapilan deneysel dokuma galigmalarinda farkli iplik, kumas 
yapisi ile kumas yiizeyinde olusacak ti¢ boyutluluk, renk gecisleri ve renk etkileri 
incelemis ve arastirma sonucunda Orgii, kumas yapisi, malzeme, siklik ve rengin 
tasarima olan etkilerini ayri ayri ele almistir. Teker (2015a) kapatma maddesi ile 
rezerve boyama tekniklerinin tarihleri ve diinya genelinde uygulandigi kiiltiirleri 
arastirmis farkli uygulama Ornekleri ile ortaya koymustur. Teker (2015b) yaptigi 
arastirmada mekanik rezerv boyama teknikleri incelemistir. Kurtuldu ve Yildirim 
(2019) farkh kiltiirlerdeki rezerve boya/baski teknikleri tizerine kavram ve terimleri 
arastirmislar, hem farkli yérelere 6zgii teknik ve isimlendirilmeleri hem de 
tekniklerin genel kullanimlarimi derleyerek literatiire katki saglamislardir. Oyman ve 
Aydogan (2021) yaptiklar calismada batik teknigini farkli kumas manipiilasyon 
yontemleriyle birlikte kullanarak, belli bir tema cercgevesinde farkli uygulama, 
dikis ve boyama y6ntemleri tasarlanarak dokuz parcalik bir kreasyon(yaratim) 
hazirlamislardir. Tatlidil ve Ogiit (2022) Afrika’da tiretilen indigo boyali rezerve 
tekstillerin ayrintili bir sunumu ve siniflandirmasini yaparak literatiirdeki eksikligi 
gidermislerdir. Literatiirde farkli birgok calisma yer almasina ragmen belirli bir 
dénemin mimari siisleme motiflerinin karakteristik 6zellikleri korunarak, mumlama 
batik yéntemiyle giyim iiriinlerinin tretiminin gerceklestirildigi bir ¢alismaya 
rastlanmamistir. 


Bu ¢alismanin amaci Anadolu Selcuklu D6nemine ait mimari siisleme alaninda 
kullanilan motiflerin kumaga aktarilarak tasarrmlar yapilmasi ve giysi tamamlayicis1 
olan, moda aksesuar (sal, fular, mendil, bandana vb.) koleksiyonu hazirlanmasidir. 


2. Yontem 


Caligmanin materyalini Konya ili merkezinde Anadolu Selguklu Dénemine ait 
eserlerde yer alan mimari stislemeler olusturmustur. Bu mimari siislemelerin 
aksesuar tiriinleri tasarrmlarinin yapilabilmesi i¢gin geleneksel yontemlerle boyamaya 
uygun dogal esasli liflerden dokunmus (ipek, ipek-keten, bambu) ham kumaslar 
kullanilmistir. Calismada kullanilan kumaslar ve 6zellikleri Tablo 1.'de verilmistir. 


Tablo 1. Kullanilan Kumaslar ve Ozellikleri 


“KumasAdi——™”~—CL:figerii.=—SS*S*«<«K uma Eni(cm) Kuma Grramaija (gr/m’) 
“pk —O—~=<C~s‘“‘s*~S*S*S«SCKSC“‘“‘ONSSNNSCO*CSCSCSCs‘“‘éNS”SC“‘#CSTSCCOW”CN‘(NNSCSAAMOSSOTCOCS 
Ipek % 100 ipek 140 85 
Vual Ipek % 100 Ipek 120 D5 
Ipek-Keten %50 Ipek-%50 Keten 140 120 


Bambu % 100 Bambu 100 40 
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Arastirmada ilk olarak saha cgaligsmasi yapilmistir. Anadolu Selcuklu Dénemine ait 
mimari stisleme alaninda kullanilan motiflerin belirlenebilmesi amaciyla Konya ili 
merkezinde yer alan Anadolu Selguklu Devleti dénemi eserlerinden Karatay Miizesi, 
Ince Minareli Medrese, Sircali Medrese, Sahip Ata Kiilliyesi, Alaaddin Camisi ve 
Mevlana Muiizesi ziyaret edilerek mimari siislemeler incelenmis ve eserlerin 
fotograflar1 cekilmistir. Cekilen fotograflardan eserlerin mimari sitislemelerinde 
kullanilan motifleri ayrintili bir sekilde incelenmistir. Incelenen motiflerden giyim 
trtintinde kullanilabilecek ve teknik olarak ahsap baski kalibi olarak tiretilmeye 
uygun olan motifler belirlenmistir. Belirlenen motifler bilgisayar ortamina aktarilarak 
vekt6érel tabanli grafik tasarim program1 CorelDRAW ile cizimleri yapilmistir (Sekil 
1). Cizimlerden bazilari negatif ve pozitif olmak tizere iki farkli baski kalibi olarak 
cizilmistir. 


Sekil 1. Kalip Hazirlanmasi I¢in Secilen Motif Orne’i ve Teknik Cizimi 


Teknik ¢izimleri yapilan motiflerin kaliplari1 ihlamur agacindan CNC tezgahinda 
endistriyel olarak itretilmistir (Sekil 2). Ihlamur agaci geleneksel baski 
yontemlerinde hem tilkemizde ¢gok bulundugundan hem de yumusak yapisi geregi 
kolay oyulmaya imkan verdiginden (Kayabasi ve Sdylemezoglu, 1999: 361, Yurt, 
2020: 611, Gdkmen ve Giizel, 2020: 37) gerek elde ile oymada gerekse endiistriyel 
oymada siklikla tercih edilmektedir. 


Sekil 2. Uretim icin Hazirlanan Kaliplar 
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Kaliplarin boyutlari motif 6zelligine ve kullanilacagi tiriine gore belirlenmis ve motif 
devamliligi istenen kaliplarda devamlilik saglanmasi adina raportlu§ olarak 
tiretilmistir. 


Mumlama 6ncesi kumaslar boyama ve mumlama islemi icin hazirlanmistir. 
Uriinlerin Olciileri belirlenerek kesim islemleri gerceklestirilmistir. Kenar temizleme 
igslemine ihtiyaci olan triinlerin kenar dikislerinin ipliklerinin de boyama sirasinda 
triinle ayni renkte boyanabilmesi icin %100 merserize pamuk dikis ipligi ile overlok 
makinesinde mendil overlogu yapilmistir. 


Calismada belirlenen motifler batik sanati teknikleriyle kumaga aktarilarak desen 
olusturulmustur. Akitma batik, baglama batik ve mumlu batik teknikleri i¢inde 
barindiran batik sanatindan kaliplarla desen olusturmaya imkan saglayan mumlama 
batik teknigi tercih edilmistir. 


Mumlama batik; kumas yiizeyini kapatma malzemesi ile rezerve ederek boyama ile 
gerceklestirilen desenlendirme yéntemidir. Kapatma malzemesi olarak mum, parafin 
veya baska maddeler (piring lapasi, ¢amur, recine) kullammaktadir. Arastirmada 
kapatma malzemesi olarak dogal balmumu ve parafin karistirilarak kullanilmistir. 
Zemin rengi dogal kumas rengi olarak planlanan tirtinlerde mum ile kapatma islemi 
direkt ham kumasin tizerine yapilmistir. Zemin rengi farkli renklerde planlananlarda 
ise Oncesinde kumasg belirlenen zemin rengine boyandiktan sonra yikama ve fazla 
boyanin uzaklastirilmas: islemi  ger¢eklestirilmistir. Zeminin renkli olarak 
tasarlandig1 tirtinlerde Gnce zemin rengi boyanmis ve birinci renk elde edilmistir, 
sonrasinda ise kalip ile mumlama yapilmis ve ikinci rengin boyamasina ge¢ilmistir. 
Balmumu, parafinin eritilmesi ve mumlama islemi i¢gin uygun sicaklikta sabit 
tutulmasi i¢gin proje kapsaminda mumlama islemlerinin ger¢eklestirilebilmesi igin 
6zel olarak tasarlanan ve tiretilen 1s1 ayarli, benmari usulti erimeye olanak saglayan 
mumlama kazam kullanilmistir. Bu kazanlarda 1s1 sabit tutularak mumlama 
malzemesinin yanmasi veya donmasi engellenmistir. (Sekil 3.) 


Sekil 3. Ham Kumas ve Boyanmis Kumas Uzerine Mumlama Isleminin Yapilisi 


Kapatma malzemesi kaliplar araciligi ile kumaslara aktarildiktan sonra reaktif soguk 
kumas boyalari ile boyama islemleri ger¢eklestirilmistir. Soguk boyamada kumagin 
boyay1 iyi alabilmesi i¢gin boyanin kurumasina imkan vermeden 12-24 saat beklemesi 
Onerilmektedir. Bu yiizden ilk boyamasi ya da mumlama sonrasinda boyamasi 
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gerceklestirilen kumaslar 12-24 saat hava almayacak sekilde kapatilmis ve boyanin 


kumasa ntifuz etmesi saglanmistir (Sekil 4.). 


——— 


Sekil 4. Mumlanmis Kumaslarin Boyanmasi ve Boyanmis Sekilde Bekletilmesi 


Boyama islemi tamamlanan kumag 12-24 saat sonra 6nce fazla boyasinin atilmasi 
igin soguk su ile yikanmistir. Fazla boyas1 atilan kumaslar mum sékme islemine tabii 
tutulmustur. Mum sdkme isleminde kumaslar kazanlarda kaynar su ile yikanarak 
uizerindeki balmumu-parafin karisimi1 kumastan  uzaklastirilmistir. Mumun 
kumaslardan uzaklastirma islemi proje kapsaminda tasarlanarak 6zel olarak tretilen 
cift cidarli, sicaklik ve zaman ayarli kazanlarda yapilmistir (Sekil 5.). 


Sekil 5. Kumas Uzerinden Kapatma Malzemesinin Uzaklastirilmasi I¢in Gelistirilen Kazan ve 
Kumaslarin Kaynatilmas1 


Kapatma malzemesi uzaklastirilan kumaslar daha sonra deterjanla yikanarak mum - 
parafin karisimindan tamamen arindirilmistir. Durulama islemi sonrasinda tiriinler 
kurutulmustur. 


Nihai iirtin olusturma asamasinda kravatlar giintin modasina uygun olarak dar olarak 
tasarlanmis ve verevden kesimleri yapilarak, elde dikisi gergeklestirilmistir. sal ve 
fularlarda ise tiriin 6zelligine gére secilen bazi sal ve fularlarda siisleme amagli iki 
kisa kenardan iplik cekilmesi ile piiskiil olusturulmustur. Utiilenme sonrasi iiriinler 
nihai tirtin formuna kavusmustur. 
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3. Bulgular 


Proje kapsaminda Konya ili merkezinde yer alan Anadolu Sel¢uklu Devleti dénemi 
eserlerine ait mimari siisleme alaninda kullanilan motiflerden aksesuar tasarrmina 
uygun ve teknik olarak motif kaliplan ¢ikarilmaya uygun olanlarin teknik gizimleri 
yapilarak kaliplar1 cikarilmis ve moda aksesuar iriinlerinin tasarimlarinda 
kullanilmistir (Tablo 2.). 


Tablo 2. Mimari Siislemelerden Secilen Motiflerin Teknik Cizimleri, Uretilen Kaliplar ve Boyutlari 


Motifin Bulundugu Eser Teknik Cizimi Kahp Gérseli Boyutlari (cm) 


dp 
& 
& 
é 
F 
K 
i 


\ 


Karatay Medresesi Kubadabad 


Saray1 Cinileri 15x15 


Karatay Medresesi Kubadabad 
Saray1 Cinileri 
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Uretilen ahsap kaliplar ile desenler kumasga aktarilarak iiriin tasarimlari yapilmis ve 
giysi tamamlayicisi olan, 42 parcalik moda aksesuar (sal, fular, mendil, bandana vb.) 
koleksiyonu olusturulmustur. Uriinler 50 cm x 50 cm, 30 cm x 80 cm, 30 cm x 120 
cm, 50 cm x 150 cm gibi farkli ebatlarda tasarlanmistir. Secilen motiflerin 
karakteristik 6zellikleri korunarak tasarlanan iiriinler tzerine aktarilmistir. Bu 
caligsmada olusturulan koleksiyondan 6rnek olarak 13 adet tiriine yer verilmistir. 


Sekil 6. a. Cizim, b. Kalip, c. Cizim, d. Kalip, e. Uriin, f.-g. Uriiniin Model Uzerinde Goriiniimii 


Koleksiyonun ilk tirtintinde 40 cm x 120 cm boyutlarinda fular tasarimi yapilmistir. 
Fularda Karatay Medresesi eyvan tonozunda bulunan geometrik motiften 
olusturulmus kalip kullanilmistir. Motif fularda iki ayri boyutta kullanilmistir. Biiyiik 
kalip fulara enine simetrik yerlestirilirken ktigiik kalip yan yana sirali bir gekilde 
boyuna yerlestirilmistir. Uriinde %100 ipek vual kumas kullanilmistir. Ham kumas 
once acik pembe renk ile boyanmis daha sonra tizerine baski yapilarak 
desenlendirilmis ve tist renk olarak giilkurusu renkte boya ile yeniden boyanmistir 
(Sekil 6.). 
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Sekil 7. a. Cizim, b. Kalip, c. Cizim, d. Kalip, e. Uriin, f.- g. Uriiniin Model Uzerinde Goriiniimii 


Koleksiyonun ikinci tiriintinde 50 cm x 140 cm boyutlarinda gal tasarimi yapilmistir. 
Salda Sircgali Medrese tag kap1 dis bordiiriinde bulunan motif ve Karatay Medresesi 
pandantifinin kufi yazilarin1 cevreleyen bordiiriinde bulunan motiflerden tiretilmis iki 
ayr1 kalip kullanilmistir. Motifler sala enine sirali bir sekilde yerlestirilmistir. Salda 
% 100 ipek keten kumas kullanilmistir. Ham kumag tizerine mumlama batik 
yapildiktan sonra pembe renkte boya ile boyanmistir (Sekil 7.). 
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Sekil 8. a. Cizim, b. Kalip, c. Cizim, d. Kalip, e. Uriin, f. Uriiniin Model Uzerinde Gériiniimii 


Koleksiyonun ti¢iincti parcasinda 30 cm x 120 cm boyutlarinda fular tasarim1 
yapilmistir. Fularda Karatay Medresesi eyvan duvarini cevreleyen geometrik bordiir 
motifinden iki farkli boyutta tiretilen kalip kullanilmistir. Motif fularda boyuna ve 
enine dogru simetrik bir diizende yerlestirilmistir. Uriinde %100 vual ipek kumas 
kullanilmistir. Ham kumas tizerine mumlama batik yapilip mavi renkte boya ile 
boyanmistir (Sekil 8.). 
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Koleksiyonun dérdiincii pargasinda 7 cm x 145 cm boyutlarinda kravat ve 50 x 50 
boyutlarinda bandana tasarimi yapilmistir. Karatay Medresesinde bulunan 
Kubadabad Saray: cinileri motifinden tiretilen kalip kullanilmistir. Motif kumagin 
tiim yiizeyini kaplayacak sekilde simetrik yerlestirilmistir. Uriinde %100 ipek kumas 
kullanilmistir. Ham kumas, Once ac¢ik mavi tonlarinda boyanmis, tizerine mumlama 
batik ile desen olusturulmustur. Mumlama batik ile desenleme  islemi 
tamamlandiktan sonra lacivert renkte ikinci bir boyama islemi uygulanmistir. 
Tamamlanan kumag verevden kesilip elde dikilerek kravat ve kare seklinde kesilip 
bandana olusturulmustur (Sekil 9.). 
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Sekil 10. a. Cizim, b. Kalip, c. Cizim, d. Kalip, e. Uriin, f. Uriiniin Model Uzerinde Gériiniim 


Koleksiyonun altinci pargasinda 40 cm x 140 cm boyutlarinda sal tasarim1 yapilmistir. 
Salda Karatay Medresesi eyvan duvarini cevreleyen geometrik bordiir motifinden 
tiretilen kalip kullanilmistir. Motif sal kumasina tiim yiizeri kaplayacak sekilde simetrik 
yerlestirilmistir. Uriinde % 100 bambu kumas kullanilmistir. Ham kumas iizerine 
mumlama batik yapildiktan sonra sal pembe ve lacivert boya ile boyanip yer yer 
eskitme islemi yapilmistir (Sekil 10.). 
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Sekil 11. a. Cizim, b. Kalip, c. Cizim, d. Kalip, e. Uriin, f. Uriiniin Model Uzerinde Gériiniim 
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Sekil 12. a. Cizim, b. Kalip, c. Cizim, d. Kalip, e. Cizim, f. Kalip, g. Cizim, &. Kalip h. Uriin, 1.-i. Uriiniin 
Model Uzerinde Goriiniimii 
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Sekil 13. a. Cizim, b. Kalip, c. Uriin, d.-e. Uriiniin Model Uzerinde Gériiniimii 
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Sekil 14. a. Cizim, b. Kalip, c. Cizim, d. Kalip, e. Uriin, f. Uriiniin Model Uzerinde Goriiniimii 
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acik turuncu ile boyanarak yeniden tizerine baski yapilmistir. Kumas turuncu renge 
boyanarak mum sdkme islemi en son ger¢eklestirilmistir. Boylece turuncu zemin 
tizerinde iki farkli renkte desenler elde edilmistir (Sekil 14.). 


Koleksiyonun on birinci pargasinda 50 cm x 150 cm boyutlarinda sal tasarimi 
yapilmistir. Salda Karatay Medresesi eyvan tonozu ve Karatay Medresesi Kubadabad 
Saray1 cinilerinden iiretilen kalip kullanilmistir. Motifler fulara enine ardisik sira 
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olusturacak sekilde yerlestirilmistir. Fular %100 bambu kumastan tiretilmistir. Ham 
kumas zemin rengi olarak turuncu renge boyanmis daha sonra bask yapilmistir. Mumlu 
kumas mor ve yesil renge boyanarak tiriintin nihai rengi elde edilmistir (Sekil 15.). 


Sekil 16. a. Cizim, b. Kalip, c. Uriin, d.-e. Uriiniin Model Uzerinde Gériiniimit 


Koleksiyonun on ikinci pargasinda 40 cm x 140 cm boyutlarinda gal tasarimi 
yapilmistir. Salda Karatay Medresesi Kubadabad Saray ¢inilerinden tretilen kalip 
kullanilmistir. Motifler sala serme bir sekilde yerlestirilmistir. Sal %100 ipek keten 
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kumastan tretilmistir. Ham kumag iizerine baski yapilarak zemin rengi mor renge 
boyanmistir (Sekil 16.). 


Sekil 17. a. Cizim, b. Kalip, c. Uriin, d.- e. Uriiniin Model Uzerinde Goriintimii 


Koleksiyonun on tg¢tincti pargasinda 30 cm x 120 cm boyutlarinda fular tasarimi 
yapilmistir. Fularda Karatay Medresesi Eyvan Tonozda Yer Alan Cini Kabartmay1 
Cevreleyen Bordiirde yer alan motiften tiretilen kalip kullanilmistir. Motifler fulara 
boyuna dogru yan yana sirali bir sekilde yerlestirilmistir. Sal %100 vual ipek kumastan 
tretilmistir. Ham kumasg turuncu ile boyanmis, baski yapildiktan sonra tizeri yesil renge 
boyanmistir (Sekil 17.). 
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Sekil 18. a. Cizim, b. Kalip, c. Cizim, d. Kalip, e. Uriin, f. Uriiniin Model Uzerinde Goriiniimii 


Koleksiyonun on dérdiincti pargasinda 30 cm x 120 cm boyutlarinda fular tasarimi 
yapilmistir. Fularda Karatay Medresesi Eyvan Tonozda Yer Alan Cini Kabartmay1 
Cevreleyen Bordiirde yer alan motiften tiretilen kalip kullanilmistir. Motifler fularda iki 
kenara iki ayri boyutta enine uygulanmistir. Sal %100 vual ipek kumastan tiretilmistir. 
Kumas Once a¢ik yesil renge boyanmis, daha sonra bask: isleminden sonra en son koyu 
yesile boyanmistir (Sekil 18.). 


4. Sonuc ve Oneriler 


Literatiirde karsilasilan kaynaklar incelendiginde Anadolu Selguklu motifleri ile ilgili 
bircok kaynaga rastlanmaktadir. Ancak bu kaynaklarda motifler, daha cok sekil, 
kompozisyon, sembolik anlam ve motifin eser tizerindeki bulundugu alan agisindan 
degerlendirilmistir. Motiflerin incelenerek farkli bir sanat dalinda_ yiizey 
desenlendirilmesinde kullanilmasi, Tirk kiltiirii igin geleneksel degerler tasryan bask1 
yontemi ile geleneksel motiflerin kullanilabilir objeler tizerinde birlestirilmesi ve bu 
objeler ile koleksiyon olusturulmasi yeni fikir ve arastirmalara yOn vermesi arastirmanin 
6nemini yansitmaktadir. 
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Calismada Anadolu Selcuklu D6nemine ait mimari siisleme alaninda kullanilan 
motifler, karakteristik 6zellikleri korunarak kumas tizerine aktarilmis ve moda aksesuar 
tasarrmlari yapilmistir. Calisma kapsaminda, secilen 7 farkli motiften farkli ebatlarda 14 
kalip tiretilmis ve bu kaliplar kullanilarak gal, fular, kravat, mendil, bandana vb. gibi 
tirtinlerden olusan 42 parcgalik moda aksesuar kolekstyonunun 13 6rnegine yer 
verilmistir. Uriinler 50 cm x 50 cm, 30 cm x 80 cm, 30 cm x 120 cm, 50 cm x 150 cm 
gibi farkli boyutlarda ve tek kalip ya da farkli kaliplari birlikte kullanarak tasarlanmistir. 
Ayrica mumlama batik yontemi uygulanmasinda geleneksel y6ntemlerden farkli olarak 
calisma kapsaminda gelistirilen mumlama ve yikama kazanlan kullanilmistir. Ozel 
olarak tasarlanan ve tiretilen mumlama kazani 1s1 ayarli, benmari usulti erimeye olanak 
saglamistir. Mumlama kazanlarinda 1s1 sabit tutularak mumlama malzemesinin yanmasi 
veya donmasi engellenmistir. Yikama kazanlari da yine 1s1 ve zaman ayarli olarak cift 
cidarli tasarlanarak direkt ates tizerinde islem yapmanin tehlikesi ortadan kaldirilarak 
calismaya yenilikg¢i yOniinii ortaya koymaktadir. 
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Abstract 


We can link the evolution of orchestration pedagogy literature to changes in music teaching 
paradigms and the gradual narrowing and specialization of the profile of composers. Three 
overlapping periods can be marked in the time, the first one is linked to heuristic and craft-like 
learning, the second one is linked to the institutionalizations of music teaching and learning, and 
the third one is characterized by the refinement through meta-processes of the existing knowledge. 
The literature of all of these periods belongs to the past and the present of instrumentation and 
orchestration. The proposed methodology in all this literature can be summarized as follows: 1) 
learning instruments’ descriptions; 2) learning singular cases of instrument combinations; 3) 
applying the learned combinations to the identified constituent elements of the musical texture; 
4) receiving oral feedback based on expert judgment. In this paper, we propose a new 
approximation of teaching and learning orchestration that fuses musical knowledge and the 
psychoacoustic achievements in timbre research. We acted into the methodological frame of 
educational action research to implement our approach. One of the distinctive features of our 
approach was structured group dynamics. We observed improvement in the degree of certainty 
of the students when facing the orchestration task, and a substantial shortening of time in 
obtaining high-quality results in orchestration. We consider our approach to open up paths for 
future research on the optimization of orchestration teaching and learning 


Keywords: orchestration, timbre space, psychoacoustics, group dynamics, strategic rules. 
1. Introduction 


Orchestration has been largely conceived as an esoteric art, available only for an 
exceptionally talented and chosen few. Some of the great composers and pedagogues have 
made their views more or less explicit about that, though some orchestration techniques 
can be analyzed and examined, it was impossible to teach orchestration. For instance, 
Piston (1969, 356) wrote in his Orchestration handbook: “One seeks an answer to the 
question why certain procedures are followed, but, orchestration being an art and not a 
science, one must ever be prepared to find no good reason. Some questions are never 
answered”. There is a veiled reference in this quotation that is the way things are, and 
only geniuses can make progress in orchestration. Rimsky-Korsakov (1913: 1-2) is more 
explicit about this issue telling the following in the Preface to his 1891 version of 
Principles of Orchestration: 


For, just as a handbook of harmony, counterpoint, or form presents to students with 
harmonic or polyphonic matter, principles of construction, formal arrangement, and 
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sound technical methods, but will never endow him with the talent for composition, so a 
treatise on orchestration can demonstrate how to produce a well-sounding chord of certain 
tone-quality, uniformly distributed, [...], but will never teach the art of poetic 
orchestration. To orchestrate is to create, and this is something which cannot be taught. 


Despite these discouraging words, since the orchestra was just an embryo, through the 
Classicism represented by the great Viennese triad of Haydn, Mozart, and Beethoven, to 
the present day, dozens of handbooks, textbooks, and manuals have been written to assist 
the teaching of orchestration. Moreover, this literature has been evolving in parallel with 
the development and standardization of the orchestra, changes in the professional profile 
of a composer, and changes in education paradigms in music. 


Going back to the prehistory of the orchestra, presumably starting with the Vingt-quatre 
violons du Roi (Carse, 1925: 82), the profile of the maestro was multitasking. That is, a 
composer, a conductor, and an instrument player were combined in one figure. Those 
willing to undergo the apprenticeship of the craft of composer had to follow the maestro 
and assist him in his professional duties. In this scenario, the master and the apprentice 
participated directly in every facet of music production. Also, these proximity 
relationships with other musicians, on one hand, facilitated a heuristic learning of the craft 
of composition and instrumentation, and, on the other hand, allowed for consulting any 
doubts. From the apprentice’s perspective, this craft-like and hands-on learning in the 
natural environment required massive integration of information and gradual 
development of attention to precise cues that allowed for pattern building and recognition 
(Raiola & Tafuri, 2015). Obviously, this process could take years and years for the 
apprentice to become autonomous. 


We can situate the beginning of the first period of orchestration handbooks on the blurred 
frontier between the Barroque Epoque and Pre-classical trends (style galant, Rococo, 
Empfindsamkeit; see in Michels, 1998: 367). The main reason for that is the perceptible 
change in the composers’ profile. They still had to compose and conduct, but their 
instrumental specialty was restricted to either a violin or keyboard or both. The scores 
reflected this change by presenting a very idiomatic and technically demanding scoring 
for the string instruments and poor scoring for wind instruments. Congruently, the first 
textbooks dating from this period offered detailed descriptions of the wind instruments’ 
techniques and sonorous possibilities, and, later textbooks incorporated also a section 
devoted to string as the piano was gaining predominance among the composers. 


Excellent examples of the textbooks especially addressed to composers-violinists are the 
Diapason Général de tous les Instruments a Vent written by Francoeur (1772) to provide 
very detailed information on woodwind and brass instruments, including tips for an even 
and idiomatic scoring, and Méthode de Cor, de Cor-Alto et Cor-Basse by Daupart (1824), 
who added a very significant dedication to “Messieurs les Compositeurs, Membres de la 
Section de Musique de l'Académie Royale des beaux-arts, Institut de France” [Gentle 
Composers, Members of the Music Section of the Royal Academy of Fine Arts, Institute 
of France”]. Among other manuals dedicated to the composers-pianists, we find 
LeDhuy’s (1833) Petite Encyclopédie Instrumentale, providing concise and essential 
information on all possible instruments that could be part of a symphonic orchestra. The 
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structure of the content of each instrument followed a determinate scheme: 1) general 
description, fingering chart, practicable scales and leaps, and observations or tips for 
idiomatic scoring. We can quite right label the type of manuals belonging to the first 
period as vade mecums, as they index the essential characteristics of the orchestral 
instruments for quick reference. 


The beginning of the second period of orchestration handbooks is linked to the change in 
the music teaching paradigm. At the beginning of the nineteenth century began to appear 
conservatories of music all over Europe (Bonds, 2013: 366). As more and more young 
composers preferred to enter a conservatory instead of serving a master, the music 
teaching and learning paradigm switched from a craft-like model where hands-on and 
heuristic learning predominated to an institutionalized model aiming to optimize learning 
processes. Two main ways to achieve it were group lessons (increment of the ratio 
students/teacher) and vicarious learning. This latter is non-trial learning where the 
students extract knowledge from a secondary source, not by directly interacting with the 
environment (Bandura, 1965). The two main advantages of vicarious learning are that it 
substantially reduces the learning time and it accelerates the learning curve (Mayes, 
2015). A very simple example can convince us: it is much more time-demanding 
conducting an experiment and writing the correspondent report, than reading the report 
with final results and conclusions available. 


On the other hand, the institutionalized model, with group lessons, made direct access to 
the orchestra impossible. The orchestration was taught in pencil-and-paper format, the 
homework was done in pencil-and-paper format, and the handed-in exercises were 
corrected orally. That is, the students did not receive auditive feedback, but a verbal 
evaluation of their exercises by an expert. Evidently, the students had to accept such 
feedback making a leap of faith in what the expertise of the teacher concerns. 


If during the first period, vade mecums were enough for quick references because 
composition apprentices were in direct contact with the musical material by working 
closely with the ensemble, the cut-off of the auditive experience characteristic of the 
institutionalized model, made it necessary to enlarge the context of orchestration 
textbooks or build new knowledge on the base provided by the instruments’ vade 
mecums. 


It is worth considering what kind of information the theorists thought should be added to 
the vade mecums. When Kastner (1837) wrote in the Preface to his Cours 
d Instrumentation “les fautes d’Instrumentation qu’on découvre dans les ceuvres de nos 
jeunes compositeurs, m’avaient suffisemment démontré la nécessité d’un pareil livre’, 
what kind of mistakes he was concerned about? The content of the handbook reveals 
students’ incompetence in combining successfully different instruments. So the whole 
book is devoted to listing auditive satisfactory instrumental combinations and 
exemplifying them with excerpts from the compositions of the great masters of the past. 
Through the nineteenth century, this content became more systematized, as the 
composers-pedagogues began to group the instruments in families and provide recipes of 
combination regarding, first, intragroup relationships (strings; woodwinds, brass), and 
afterword, intergroup relationships (strings with woodwinds forming the little orchestra, 
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and the little orchestra with brass and percussion forming the symphonic orchestra). Two 
representative examples of the pick of this evolution are Gevaert’s (1890) Cours 
méthodique d’Orchestration (French School of orchestration arising from Berlioz’s 
legacy) and Clarke’s (1891) A Manual of Orchestration, with clear adherence to the 
Teutonic School of orchestration. These second-period handbooks can be labeled as 
thesauruses, as they provide information on the plausible combinations of each 
instrument. 


In either case, first-period vade mecums and second-period thesauruses were very 
resources demanding since the model of learning the proposed was 1) to memorize the 
descriptions of the instruments; 2) to memorize every single case of instrumental 
combinations; 3) try to apply the memorized recipes to the own orchestration tasks. Also, 
the kind of feedback must be considered. As we have seen it was an expert evaluation 
presented in verbal form. One of the possible derivations of such evaluation was the need 
to memorize more exceptions. 


Definitely, on one hand, this vicarious system shortened the time of learning, but, on the 
other hand, it was not efficient in the short term in its main aim, to orchestrate properly. 
The first reason was that instruments’ descriptions were adequate to score idiomatically 
for individual instruments, but they did not provide a clue of how to combine them. The 
second reason was that the studied instrument combinations were highly context-specific, 
i.e. they could be employed just in the form they were presented in the handbook. 
Changing any parameter (pitch, intensity, or duration) altered dramatically the success of 
the result. 


The first composer and pedagogue in coming up with the observations made in the 
preceding paragraph was Rimsky-Korsakov. He intuited that this massive information, 
though of great value, was not adequate for composition apprentices (Rimsky-Korsakov, 
1909: 150-151). Rimsky-Korsakov inaugurated a new approach to orchestration teaching, 
which was based upon providing general principles for solving orchestral gestures 
(highlighting melodies, scoring the harmonic background, making effective orchestral 
crescendo, diminuendo, accenti, etc.). The Principles of Orchestration by Rimsky- 
Korsakov (1913) began the third period of orchestration handbooks, which were focused 
on the generalization of information in major categories instead of the massive entrance 
of unrelated details. 


Note please that no upper limit was established for any period. This is due to the fact that 
to the present day, handbooks belonging to the first period (f. ex. Casella & Mortari, 
2007), the second period (Peters, 2018), and the third period (Adler, 2002; Banshchikov, 
1997) are still written, published and used in the classrooms. 


The evolution through all these periods showed the movement from the paradigm of 
massive information integration to the paradigm of using meta-processes such as 
generalization and creation of categories. If we examine this situation from the 
psychological perspective, we can clearly see that the direction of the movement was 
correct. Orchestration tasks belong to the cognitive procedural domain (Ashby, Ell, & 
Waldorn, 2003; Finn et al., 2016), and, obviously, they must be largely trained to achieve 
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a certain degree of expertise. Nevertheless, the learning process benefits largely from the 
introduction of strategic rules or functional principles (Ashby et al., 2003). These rules 
set the goals and also guide the concretization of the route to achieve them. 


The third-period handbooks are midway to provide strategic rules. They allow for 
chunking the music into orchestral gestures, but they still fail to operatize the orchestral 
procedures. For instance, it is easy to segregate the foreground (melody) from the 
background (harmonic sustain and bass). But, the students still may doubt what timbres 
would be appropriate for each layer. Established this necessity, we can define the aim of 
our study: to establish general principles for managing timbres in different musical 
textures. 


To achieve our aim, the psychoacoustic studies on timbre, and more concretely, the 
studies on timbre similarities (Fischer, Soden, Thoret, Montrey, & McAdams, 2021; 
Grey, 1977; McAdams, Winsberg, Donnadieu, Soete, & Krimphoff, 1995; Tardieu & 
Mcadams, 2012). In these studies, dyads of instrumental timbres, equal in pitch and 
loudness, are presented to the participants for their judgment of similarity. The results 
allow for constructing a map or a space reflecting the relationship among different timbres 
in a way that similar timbres lie closer and dissimilar timbres are further apart. The most 
interesting feature of these timbre spaces is that a reduced number of physical dimensions 
emerge and are correlated with perceptual characteristics. For instance, the spectral 
centroid (the average mass of spectral energy on the “gravity” harmonic frequency) is 
correlated with the perceived brilliance; the higher its value, the more salient the timber; 
the lower its value, the more easily it can be masked by other timbres. 


In this paper, we are going to present the results of the application of psychoacoustic 
timbre properties to establish strategic rules of timbre management in an orchestration 
task. 


2. Method 


We conducted our study recurring to the educational action research. In this 
methodological frame, the researcher guides the participants through the session to 
achieve a previously set educative goal (Newton & Burgess, 2008), providing the 
necessary structures to create the facilitating group dynamics. 


Our participants were undergraduate students pursuing the Pedagogy Degree. The group 
was conformed of seven females and two males whose ages ranged from 21 to 46 years. 
All of them were in their senior year of Pedagogy Degree, and nobody was repeating the 
academic year. All participants had undertaken a 36-week course of organology during 
the previous academic year, so they were familiarized with the technical and sonorous 
possibilities of different symphonic instruments through declarative learning, and, 
partially, through procedural learning, as they composed an idiomatic piece for each 
studied instrument. Nobody conducted except for one female who sporadically assisted 
the conductor of her native town band. Interviewed for her functions, it became evident 
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she did not acquire conduction technique, nor was autonomous in guiding the band 
rehearsals. 


We established a group goal to orchestrate the initial 8-measure excerpt from the Sonata 
Op. 59, No. 1, composed by Kuhlau (see Figure 1). We decide to perform this task 
collectively to make sure every participant was engaged. The other reason for such an 
organization was that a collective, when carefully guided, can build a multifacet 
perspective of the task (Rowe, Hattie, & Hester, 2021) inaccessible to a single person in 
just one session. 


Op. 59, No. 1 


Allegro ir, > 


NT, RT A a Se SD a 
a a he 


Figure 1. The beginning of the I movement of the Sonata Op. 59, No. 1, of Kuhlau. 


The first objective of the group was to perform a musical analysis of the fragment aiming 
to identify and segregate its constituent elements and identify their function. The second 
objective was to assign to each identified element the timbres in such a way that the 
instrumentation is appropriate for the texture of the fragment. The group was assigned to 
orchestrate this excerpt for the Classical Orchestra. For this second goal, the participants 
could use Casella & Mortari’s (2007) handbook to solve uncertainties concerning the 
extension and range properties of different instruments, but their main tools were Grey’s 
(1977) and Fischer et al.’s (2021) timbre spaces. 


Before proceeding to the task, a part of the session was devoted to explaining the nature 
of timbre spaces and the practical applicability of their dimensions. The whole session 
lasted one hour and thirty minutes. 


The obtained data was registered in written form. The occurrence of musical terms related 
to the growing processes (form), constituent elements, and function, were registered. 
Also, the verbalized decisions regarding the instrumentation were written down. 


Other sources of obtaining data were the consensed demarkation of identified through 
analysis elements on the score, and the final orchestration resulting from the collective 
endeavor. 
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3. Results 


The musical analysis performed by the group yielded the identification of the following 
elements. The whole period of 8 measures can be segmented into two phrases of 4 
measures with anacrusis each one. The first phrase was divided into two 2-measure semi- 
phrases. To preserve general coherence, the group decided it was wise to keep some 
common instrumentation elements between the two phrases, on the other hand, to avoid 
monotony, the two semi-phrases of the first phrase should differ slightly. 


In the first phrase, the identified constituent elements were the melody (right hand), the 
harmonic sustain (the middle plane of the left hand), the pedal note (the highest pitch of 
the left hand), and the bass. In the second phrase, two different textures were identified: 
the first measure with anacrusis being monodic, and the remaining measures presenting 
a harmonic-homophonic texture. The monody was divided into two processes, the initial 
anabasis, and then a graduated catabasis. The anabasis was characterized by the dominant 
function, while the catabasis reunited the sequence of I-IV. Although a single line, the 
points of support were highlighted: the real tones or the notes belonging to the chord in 
the course. It was decided to use these points of support in the instrumentation to remark 
the functions of tonic and subdominant. The first two measures of the harmonic- 
homophonic texture of the second phrase presented a chromatic progression. The chords 
of the left hand were identified as accent-bearers. The last measure, the semicadence to 
the dominant through descending appoggiatura could be the typical final orchestral tutti 
(see Figure 2 for the summary of the performed analysis). 
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mM@\_\__SEMIFRASE a1——»  <—SEMIFRASE a2______>. 


Op. 59, No. 1 
Allegro 


Figure 2. Analysis of the excerpt. 


Regarding the instrumentation, it was decided to preserve the coherence by using the 
strings throughout the whole excerpt. To make it more salient, the first violins would be 
the melody-bearers. In the first semiphrase it was decided to assign the pedal note and the 
base to the horns, as, according to Grey’s (1977) timbre space, these instruments in its 
medium register have low spectral centroid, and therefore fuse well with other timbres. 


The researcher indicated to the groups it would be interesting to preserve the mobility of 
the left hand. The first decision of the group was to assign repeated notes to the lower 
strings. The researcher used different Haydn symphonies to prime the most common way 
of dealing with mobile harmonic sustain. After examining several examples, the group 
changed their mind in favor of two-note tremolo use. 


To introduce a slight difference between the first and the second semi-phrases of the first 
phrase, the group divided into three opinions. One of them supported the change in the 
melodic profile of the right hand was enough differenciation. The other two opinions were 
to double the melody with a woodwind instrument with a low central spectroid, i.e. either 
clarinet or flute. The group was invited to reason taking into account the following 
measure and how they planned to solve orchestral accents of the secondary dominants of 
measures 6-7. The group reached the consensus of using the flute instead of the clarinet 
adducing three reasons: 1) the flute is less intrusive, so it would be the mid-point between 
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no doubling and doubling with the clarinet; 2) the anabasis would be performed by the 
first violins and the flutes as a link between the first and the second phrases; 3) one 
participant after consulting Casella and Mortari’s (2007) book indicated that the flute was 
more malleable in this third octave than the clarinet. The group agreed on using one flute 
for the melody doubling in the second semi-phrase and 2 flutes to double the catabasis to 
add intensity to the sonority, though keeping the same timbre combination. 


All participants agreed on implementing a pedal effect for the catabasis, using the real 
tones. It was clear that two flutes should divide in order to draw out the I and the IV 
degree chords. At this point, the researcher indicated to the group the resonance piano 
pedal enriched the sound by adding vibrations by the sympathy of all related strings. Also, 
she suggested examining Haydn and Mozart’s symphonies in order to prime them with 
stylistically appropriate models. This priming led to the consensus on the multi-octave 
building. The problem was the concretization of doublings. One of the students observed 
that it was frequent to double the oboe with the clarinets in their middle range, while the 
bassoon most frequently doubled the oboes or the clarinets one octave lower. The group 
consulted Grey’s (1977) timber space and observed that the bassoon was almost 
equidistant to the clarinet and the oboe, though spectral centroids of the bassoon and the 
clarinet were significantly lower than that of the oboe. Given the register of operations, 
the clarinet could double the bassoon or the oboe with equal success. The choice stopped 
on the intermediate solution: the flutes in the highest octave, the clarinets playing one 
octave lower (without the oboes, that would add too much intensity to the passage), and 
the bassoon placed one octave even lower. The low central spectroid of the three types of 
instruments would guarantee a smooth and round sonority, according to the participants’ 
final commentary to support this combination. 


For the orchestral accents, the tutti, except for the double bass, was employed. As the 
group already built multi-octave harmonic support, they decided to continue with this 
idea. The first violins kept on performing the melody. Regarding the other instruments, 
the group fell into uncertainty, as many possible combinations were plausible. To help 
the participants out of this crossroads, the researcher suggested they solved in the first 
place the brass layer. The analysis of the elements revealed a pedal note inside each 
progression (B in the 6th measure and A in the 7th measure), and immediately, following 
the example of the first phrase, the pedal was assigned to the horns, while the moving 
notes to the trumpets. Then, the researcher suggested they solve the string group. The 
melody was already assigned to the first violins, so the second violins and the violas took 
the intermediate notes and the base. Having outlined this instrumentation the participants 
agreed on adding a layer one octave lower. The first decision at this point was to divide 
the cellos to play the two upper voices and add the double bass for the bass note. They 
were reminded the basic harmonic rule of no duplication of the dissonance. Consequently, 
the participants divided the cellos to play the upper and the lower voices one octave lower. 
Also, the participant in charge of referencing Casella and Mortari’s (2007) handbook 
pointed out the trumpets were ineffective in these low notes, so the group decided to 
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remove the second trumpet playing the lower voice, and, instead, reinforce the upper cello 
voice with the horns (both instruments had a low spectral centroid, therefore fused well). 


Afterward, the woodwind solution came out on its own, as the participants decided to 
continue with the model of the catabasis, i.e. three-octave layer with bassoons, clarinets, 
and flutes playing the outer voices of the chord and avoiding the dissonance. As 
woodwinds and strings produce better fusion than brass and strings (according to the 
referenced results by Fischer et al., 2021), especially if the horns mediated, the 
participants predicted an overall balanced sonority based on the overall low spectral 
centroid due to the low dynamic level and the instrument psychoacoustic features. 
Nevertheless, the sudden addition of all this mass of instruments provided the wanted 
accent. The last instrument to include was the oboe. Referencing Grey’s (1977) timbral 
space, the group decided to double the trumpet with the oboe because of their similarity. 
The participant in charge of referencing Mortari and Casella’s (2007) handbook pointed 
out the oboe lost its strength in the highest register, therefore, it was logical to suppose, 
its spectral centroid would lower. This reasoning convinced the group to divide the oboes 
to play in octaves the dissonance resolving to the third of the next chord. 


For the tutti of the last measure, the group obtained priming from Haydn and Mozart’s 
symphonies. Afterward, it was decided to use a typical octaved unison of the upper winds 
with the upper strings. The bass was assumed by the lower strings. Initially, the 
participants decided to double the suspended sixth resolving into the fifth of the chord by 
the trumpet, but after referencing Grey’s (1977) timbre space, they changed their mind in 
favor of the unison between the horns and the violas, both instruments of low spectral 
centroid and excellent fusion properties. The trumpet was used to reinforce the bass in 
the upper octaves, despite of the rudeness of its low register. The final result can be seen 
in Figure 3. 
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Figure 3. The collective instrumentation of the excerpt. 


4. Conclusions and Recommendations 


Sonuglar béliimiinde bulgulara iliskin degerlendirmeler, yorumlar, karsilastirmalar, 
genellemeler yapilir. Ayrica Gneriler de bu béliimde yer alabilir. 


The approximation between the purely musical knowledge and the psychoacoustics 
allowed for defining the following preliminary strategic rules of management of multiple 
timbres: 


- The differences in timbre allow for efficient vertical segregation of the musical 
texture’ constituent elements. 

- The similarities in timbre allow for maintaining the coherence of the whole piece, 
even though the growth processes lead to very different melodic, rhythmic and 
harmonic profiles. 

- The differences in timbre allow for efficient horizontal segmentation, as the 
introduction of orchestral accents, echoes, etc. 


Regarding the timbre, we can safely conclude it is a powerful structuring force (this idea 
is aligned with McAdams, 1999). 


Definitely, the fusion of the music domain and the psychoacoustic domain is the future 
of orchestration. In the present action research, we have proved the implementation of 
strategic rules concerning both, the musical structure and the timbre, yields excellent 
results concerning the balance and the roundness of the orchestration. Also, we must point 
out, that the orchestration of such an excerpt for the Classical Orchestra is impossible in 
ordinary Compositions and Orchestration Courses immediately after studying the 
descriptions of different instruments. Ordinarily, the approach consists of, first, 
examining groups of strings, woodwinds, and brass separately, then, typically, the small 
orchestra and the classical orchestra. We can conclude that strategic rules for the structure 
and the timbre shorten the learning time. 


Orchestration students usually experience a lot of uncertainties regarding the instrumental 
combinations, since they have no tools to test their solutions and their only feedback is 
verbal judgment released by an expert, frequently in esoteric key and referencing the 
recipes of combinations of the instrumentation textbooks. Instead, the verbalizations of 
our participants indicated a higher degree of certainty about the final result backing up on 
such concepts as spectral centroid, timbre similarity and timbre specificity. 


Notwithstanding, these results, though optimistic, must be interpreted with caution since 
the action research was conducted in a highly controlled and friendly environment built 
by the researcher. On the other hand, these results are the product of collective 
intelligence. Throughout the session and in the frame of the group dynamics different 
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roles emerged, noticeably, various experts (on instrument descriptions, on timbre space 
of Grey, on timbre space of Fischer et al., analyst), the mediator, who tried to redirect the 
group when different opinions were presented, the leader, who took the final decisions 
and the oppositor, who questioned the leader’s decisions. 


Further research must be conducted on the refinement of these rules and their application 
in orchestral tasks by single individuals and by groups. 
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Anadolu’da Mengiicek Doénemi Mezar Aniti; Sitte Melik 
(Sahin Sah) Tirbesi 
Dr. Ogr. Uyesi Mustafa YEGIN 


Cukurova Universitesi Mimarlk Fakiiltesi 


Ozet 


Divrigi tarihi kent dokusunda Selcukludan giintimtize ge¢misin izlerini tasryan sokak ve 
mahalleler; ézgtin yapim tekniklerini, sivil mimariyi ve mezar yapilarini bizlere sunmaktadir. 
Tarihi dokuda yer alan Selguklu dénemi mezar yapilarindan olan Sahin Sah Tiirbesi de 
Mengiicekogullarmdan Sileyman oglu Seyfeddin (Ebu’! Muzaffer) Sahinsah igin 592 H. (1195) 
da yilinda yaptirilmistir. Divrigi kalesine ve Kale camiine yakin Semsibezirgan mahallesinde 
konumlanmistir. Tarihi Mengiicek kent dokusu yerlesimi icindedir. Tiirbenin cevresi ve 
konumlandi§1 alan tarihi stirecte hazireye dénitistiirtilmiistiir. Alan iginde Mengiicek dénemine ait 
6zgiin birgok mezar tas1 mevcuttur. Tiirbenin giineyinde girisi Sahinsah tiirbesine bakan kare 
planli ayn: déneme ait bir yapi daha meveuttur. Devlet biiyiigiine ait olan bu yap Tarihi dokuda 
mevcut olan ve giiniimiize ulasan en eski mezar yapisidir. Ozgiin bezemeleri ve tas siislemeleri 
bir hiiktimdara ev sahipligi yaptigi icin bu kadar 6zenli ve nitelikli olmalidir. Déneminin mimari 
karakterini yapim teknigini ve yapi malzemesini koruyarak giiniimtize ulasabilmis bu eser bircok 
onarim ve miidahaleler gecirmistir. Bezeme ve tas isc¢iligi kap1 cephesinde ve yan cephelerde 
piramit kilahin altinda konumlandirilmistir. Tiirbe igin Sitti Melike Hatun isminde aileden oldugu 
diisiiniilen bir hanim bir vakif tesis etmistir. Bu hanimda vefatinda bu yapiya defnedilmistir. Tiirbe 
Sitte Melik adini buradan almaktadir ve bir vakif eseridir. Sekizgen planh, sivri piramidal kilahla 
Ortiiliidtir. Tamami kesme tastan insa edilmistir. En son 2007 yilinda onarilmistir. Tarihi dokuda 
yer alan Selcuklu dénemi mezar yapilarindan olan Sahin Sah tiirbesi calisma kapsaminda 
incelenerek; ¢evre dtizenleme projesi, restorasyon miidahaleleri ele alinarak bu eserlerin 
malzeme, yapim teknikleri ve onarmmlari degerlendirilecektir. R6léve restitiisyon ve restorasyon 
projeleri ve uygulamalan, malzeme arastirmalari g¢alisma kapsaminda incelenmistir. 


Anahtar Kelimeler: Divrigi’de Selcuklu Kimbet Yapuilan, kimbetlerin yap1 malzemesi, tiirbe 
onarimi, restorasyon miidahaleleri. 
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The Mengiicek Period Grave Monument in Anatolia; 
Sitte Melik (Sahin Shah) Tomb 


Assist. Prof. Mustafa YEGIN 
Abstract 


Streets and neighborhoods that carry the traces of the past from the Seljuks to the present in the 
historical urban texture of Divrigi; It offers us original construction techniques, civil architecture 
and tomb structures. Sahin Sah Tomb, which is one of the tomb structures of the Seljuk period in 
the historical texture, was also built in 592 A.H. (1195) for Seyfeddin (Ebu'l Muzaffer) Sahinsah, 
son of Stleyman, one of the Mengiicekogullari. It is located in Semsibezirgan neighborhood, 
close to Divrigi castle and Kale mosque. It is within the historical Mengiicek urban fabric 
settlement. The area around the tomb and its location have been transformed into a burial ground 
in the historical process. There are many original tombstones belonging to the Mengiicek period 
in the area. This building, which belongs to the state elder, is the oldest tomb structure in the 
historical texture that has survived to the present day. Its original decorations and stone 
decorations must have been so elaborate and qualified as it was home to a monarch. This work, 
which has survived to the present day by preserving the architectural character of its period, its 
construction technique and building materials, has undergone many repairs and interventions. The 
decoration and stonework are positioned under the pyramid cone on the door facade and on the 
side facades. A lady, thought to be from the family, named Sitti Melike Hatun, established a 
foundation for the tomb. This lady was buried in this building upon her death. The tomb is named 
Sitte Melik from here and is a foundation work. It has an octagonal plan and is covered with a 
pointed pyramidal cone. It was built entirely of cut stone. It was last repaired in 2007. Sahin Sah 
tomb, which is one of the tomb structures of the Seljuk period in the historical texture, was 
examined within the scope of the study; The materials, construction techniques and repairs of 
these works will be evaluated by considering the landscaping project and restoration 
interventions. Survey restitution and restoration projects and applications, material researches 
were examined within the scope of the study. 


Keywords: Seljuk Cupola Structures in Divrigi, building materials of cupolas, tomb repair, restoration 
interventions 


1. Giris 


Sivas ili Divrigi ilgesi Carsi Mahallesi, 13d. 2b pafta, 103 ada 2 parseldeki arsa tizerinde 
yer alan ‘Sitte Melik Kimbeti’, Divrigi Tarihi Kent Dokusunun sahip oldugu 
Mengiiceklerden kalan en giizel ve en eski mezar yapisidir. Anadolu’ daki tastan yapilmis, 
mimari bakimdan zengin miitevazi G6lciilerde Mengiiciiklii mezar anitlarindandir. 
Tiirkistan'dan Anadolu'ya siralanan kiimbetler zincirinde, Sitte Melik adiyla bilinen 
sekizgen planli bu tiirbe, mimarisiyle 6zel bir konuma sahiptir. Mengiicekogullarindan 
Sileyman oglu Seyfeddin (Ebu’! Muzaffer) Sahinsah icin 592 H. (1195) da yilinda 
yaptirilmistir. Divrigi kalesine ve Kale camiine yakin Cars: mahallesinde 
konumlanmistir. Tarihi Mengiicek kent dokusu yerlesimi igindedir. Tiirbenin ¢gevresi ve 
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konumlandig1 alan tarihi stirecte hazireye doniistirtilmiistiir. Hikiimdara ev sahipligi 
yaptig1 icin 6zgiin bezemeleri ve tas siislemeleri ile bu kadar 6zenli ve niteliklidir. 


2. Yontem 


Tarihi dokunun ve kiilttir varliklarinin korunmasi ve yasatilabilmesi kapsaminda Sitte 
Melik Tiirbesi rdléve, restitiisyon, restorasyon ve ¢evre diizenleme projesi hazirlanmistir. 
Koruma projelerine 6rnek olmasi hedeflenen projelerden biri olan ‘Sitte Melik Tirbesi 
Restorasyon Projesi’ sonuclari ve kapsami ayrintili olarak ele  alinarak 
degerlendirilmelidir. Tarihi doku da gerceklesen restorasyon galismasi ele alinarak 
hazirlanan projeler ve yapilan miidahaleler (uygulamalar) tizerinden sonuclar 
¢ikarilmistir. 


3. Bulgular 


Kiimbet ve tiirbelerin restorasyon uygulamalari Sivas Vakiflar Bélge Midiirliigii 
tarafindan Divrigi’de — ger¢eklestirilmistir. Girig cephesi portal biciminde 
degerlendirilebilir. Diger cephelerde ¢esitli boy ve stislemelerle acilan dar ve uzun nisler 
mevcuttur. Mukarnas nisli kapinin s6gelerinde birbirini kesen sekizgenlerin olusturdugu 
dértlii digiimlerle eski Tiirk siislemesi burada tekrar etmektedir (Aslanapa, 1984). 
Cephenin etrafi, kuvvetli plastik oluklu kaval silmelerle, i¢ tarafi, genis bir bordiir halinde 
ve listte iki sira olarak, dért kolla birbirine birlestirilmis, i¢ i¢e iki sekizgenden ibaret 
geometrik motiflerle ¢gevrilmistir. Bu motiflere Sivas Ulucami de, Alay Han’da ve 
Konya’ da (Haci Ferruh) Tas Mescit mihrabinda da daha sonra goriilmektedir. 
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Sekil 1. Sitte Melik Tiirbesi R6lévesi, (Yegin 2004) 


Kivnk dalli rumilerle  kabartma siiliis yazili kitabesi stislemelerine arasina 
yerlestirilmistir (Sekil 2, 9,11,12,13). 
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Sekil 2. Sitte Melik Ttirbesi Giris Kapisindaki Kitabeleri (yazar arsivi) 
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Sekil 3. Sitte Melik Tiirbesi R6lévesi (Yegin 2005) 
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Sekil 5. Sitte Melik Tiirbesi Giiney Cephesi Malzeme Analizi (Yegin, 2005) 
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Sekil 6. Sitte Melik Tiirbesi R6l6ve Hasar Analizi (Yegin, 2005, R6léve ve Restorasyon Projesi) 


Kitabenin 592 (1195) tarihini gésteren son kism1 kaba ve sade bir nesihle alta eklenmistir 
(Aslanapa, 1989). Piramit kiilahin alt kenarinda bir kitabe kusag1 cephe cevre 
dolanmaktadir. Ince detayli mukarnas kornislere oturtulmustur. Kornislerin altinda da 
geometrik gecmelerden genis¢e bir bordir islenmistir. Kitabesine gére kitimbet, 
Mengiiciikliilerden ‘Emir Stileyman ibn Seyfeddin Sahinsah’ icin yaptirilmistir. Orhan 
Aslanapa kiimbetle ilgili yayinlarinda Sagdaki cephede yer alan kitabeden bahsederek 
mimarin yalniz baba adinin ‘Behram’ olarak okunabildiginden bahsetmektedir. 1970 li 
yillarda yapilan onarmmlardan sonraki stirecte yapida hasar ve bozulmalar artarak devam 
etmistir. Bu kitabedeki yazi ve izlerin iyice kayboldugu rélove ve belgeleme caligmalari 
strecinde goriilmiistiir. (Sekil 9). Bezemeler kap1 cephesinde, kap1 cephesine bitisik iki 
yan cephede ve piramit kiilahin altindaki kitabe kusaginda toplanmistir. Biitiin yiizler sade 
iken giineydogu ve gtiney bati yénlerde, diisey birer kavalla yetinildigini ve giris (giiney) 
yontine yiiklendigini gérmekteyiz. Siitiince, kemer, mukarnas, silme, mimarimizin 
birimleridir. 
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Sekil 7. Sitte Melik Tiirbesi Mtidahale Dénem Analizi, R6léve (Yegin, 2005) 


3.1. Yapimin Tanitilmasi 


Kiimbetin beden duvarlar1 ve kubbesi kesme tastan yapilmistir. Onceki kiimbetler gibi 
buda sekizgen planlidir. Duvarlar i¢te ve dista kesme tas kaplama, yapinin tistii distan tas 
piramit, icten yarim kiire kubbe ile Ortiiltiditir. Beden duvarlari 105-108 cm dir. Ana 
mekanin désemesi tas kaplamadir. Yapi giintimtize kadar 1950,1972 ve 2007 yillarinda 


onarim gec¢irmistir. 
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Sekil 8. Sitte Melik Tiirbesi Restorasyon Projesi (Yegin, 2006) 
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2006 yilinda hazirlanan restorasyon ve cevre diizenleme projesi kapsaminda yapida ve 
yakin ¢gevresinde Vakiflar Genel Midiirliigiince yapilan miidahaleler sonras1 2007 yilinda 
bugiinkii halini almistir (Sekil 1,3,4,5,6,7,8,14,15). 
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Sekil 11. Sitte Melik Tiirbesi Giris Cephesi Restorasyon Projesi (Yegin, 2006) 
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Sekil 12. Sitte Melik Tiirbesi Bezeme Detay1 Restorasyon Projesi (Yegin, 2006) 
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Sekil 13. Sitte Melik Tiirbesi Giris Kapisi Restorasyon Projesi (Yegin, 2006) 


Sekil 14. Sitte Melik Tiirbesi Cevre Diizenlemesi, 2019 
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Sekil 15. Sitte Melik Tiirbesi ve Cevre Diizenlemesi, 2022 


4. Sonuclar ve Oneriler 


Sitte Melik Kimbetinin restorasyonu ve ¢evre diizenlemesi tamamlanarak gelecek 
kusaklara aktarilmasi saglamistir. Korumanin amaci, insanin kiiltiirel gecmisinin 
belgeleri olan eserleri, mtimkiin oldugunca bozulmalarini ve degismelerini 6nleyerek 
gelecek kusaklara aktarmaktir. Tarihi eserlerin bicgimleri kadar, yapildiklar1 malzemenin 
niteliklerinin ve yapim teknolojisinin de oldugu gibi korunmasi biiyiik 6nem tasir. Tiirbe 
sehre gelen yerli ve yabanci turistlere ve yore halkina karsi bir prestij mekani haline 
getirilmistir. 


Restorasyon projesinde Koruma amagli imar planinda 6nerilen kararlar dogrultusunda 
eserin ¢evresinin a¢ilmasi saglanmistir. Koruma sinirlari projede belirtilmistir. Bu alan 
igerisinde ¢evre diizenlemesi yapilmistir. Bu yapinin da cevresinin tas eserler mtizesi 
olarak degerlendirilmesi Onerilmektedir. Cevreden toplanmis olan mimari parcalar 
kitabeler, siitun basliklar1 bu eser iginde ve ¢evresinde sergilenebilecektir. Kiimbet 
bélgesi icin diisiiniilen genel planlara uygun olarak onarilmistir. Sehrin sosyal ve kiltiirel 
yasantis! iginde hak ettigi yeri koruyarak, tarihsel stirecine kaldigi yerden devam 
etmektedir. 
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Cedit Pasa Caddesi Koruma ve Sagliklastirma Projesi; 
Divrigi Tarih ve Kultiir Aks1 


Dr. Ogr. Uyesi Mustafa YEGIN 


Cukurova Universitesi Mimarhk Fakiiltesi 
Ozet 


Divrigi Tarihi kent dokusunun kuzeydogu-giineybati dogrultusunda yer alan Ceditpasa Caddesi, 
eski yerlesim birimi oldugundan hali hazirda kullanilmaktadir. Cedit Pasa Caddesi Koruma ve 
Sagliklastirma Projesi, Divrigi Belediyesi tarafindan hazirlatilarak onaylatilmis uygulama 
asamasinda olan bir projedir. Divrigi tarih ve kiiltiir aksi olarak tanimlanan Cedit Pasa Caddesi, 
kuzey dogu - giiney bati yéniinde konumlanmaktadir. Dogusunda cumhuriyet déneminin 
ilgedeki en Gnemli izleri olan Nuri Demirag Endiistri Meslek Lisesi (Nuri Demirag Ortaokulu) 
ve Divrigi Demir Celik Isletmeleri’nin isci lojmanlar1 olan Tasbasi konut yerlesimi yer 
almaktadir. Bu aks, geleneksel mimarisi ve sokak yapisiyla batrya uzanarak tarihi dokuya 
baSlanmaktadir. Calismanin amaci, Sivas Ili, Divrigi ce ’sinde yer alan Cedit Pasa Caddesi 
icin hazirlanan koruma ve sagliklastirma projesini tanitarak, proje hedeflerini, yaklasimlarimi ve 
igerigini ele almaktir. Divrigi, sanat ve kiiltiir alanin da kentsel dokusu, sivil mimarlk 6rnekleri, 
turizm aktiviteleri ile adeta kiltir merkezine d6ntismektedir. Sancaktar Evi, Abdullah Pasa 
Konagi, Nuri Demirag Endiistri Meslek Lisesi, Mithiirdar zade Konag1, Seyhoglu Konag1, Cedit 
Pasa Camii, Esat Bey Konagi gibi kiiltiir varliklarimiz ilgeye kiilttirel ve ekonomik ivme 
kazandirarak tarih ve kiiltiir aksi tizerinde yer almaktadirlar. 


Sagliklastirma projenin temel amaci koruma ile birlikte kentsel fonksiyonlari biitiinlestirmektir. 
Yaya ve yesil stirekliligini bu aks iizerinden saglamaktir. Doguda konaklama, spor, kiiltiir ve 
egitim gibi aktiviteler kentsel mekani ve aksin baslangicm1 tanimlamaktadir. Batida ise bu 
aktivitelere destek ve ev sahipligi yapacak miize, sergi, egitim ve yeme ig¢me mekanlariyla 
yeniden islevlendirilmis konaklar ve evler siralanmakta tarihi dokunun merkezinde bu kiiltiir 
aks1 sonlanmaktadir. Tanmml: tarihi kent mekanlan organize edilirken, kentlinin kilttirel ve 
sosyal zenginligini arttrrmakta hedeflenmistir. Proje yaklasiminda kentin yatay ve ditisey 
eksendeki acik alanlar1 ve mekansal potansiyelleri birlikte distiniilmiistiir. Divrigi’de en iyi 
korunmus yapilarin yer aldigi bu aks tizerindeki tarihi binalarin kiilttir sanat igin kullanilmasi 
déntistim ve sagliklastirma projelerimizin de vizyonunu ortaya koymaktadir. Alan ¢ok sayida 
aktiviteye ve sanat at6lyesine ev sahipligi yapabilecek potansiyele sahiptir. Tarihi yapilarin ve 
bélgenin 6zellikle yaya ulasimina uygun hale getirilmesi, sokak dtizenlemelerinde uygun 
kentsel donati ve alt yapmin olusturulmasi proje kapsaminda ele alinmaktadir. Bu konu alaninda 
gerekli mtidahaleler yapilmadigi takdirde restorasyonu tamamlanan yapilarin kullanilabilirligi 
diistik olacaktir. 


Calisma kapsaminda uluslararasi ve ulusal 6l¢ekte yapilan benzer galismalarda dikkate alinarak, 
Sivas Ili, Divrigi [Ice ‘sinde yer alan Cedit Pasa Caddesi igin hazirlanan koruma ve 
sagliklastirma projesi tanitilarak genel olarak kentsel d6l¢ekte ele alinacaktir. Projenin, turizm, 
koruma, sagliklastirma ve kiltiir aksi olma boyutu da ortaya konulan proje tizerinden 
tartisilacaktr. 


Anahtar Kelimeler: Divrigi, sokak sagliklastirma, réléve, restorasyon, restitiisyon 
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Cedit Pasa Street Conservation and Rehabilitation 
Project; Divrigi History and Culture Axis 


Assist. Prof. Mustafa YEGIN 
Abstract 


Ceditpasa Street, which is located in the northeast-southwest direction of the historical city texture 
of Divrigi, is currently in use as it is an old settlement. Cedit Pasa Street Conservation and 
Rehabilitation Project is a project that has been prepared and approved by the Divrigi 
Municipality and is in the implementation phase. Cedit Pasa Street, which is defined as the 
historical and cultural axis of Divrigi, is located in the north east - south west direction. To the 
east, Nuri Demirag Industrial Vocational High School (Nuri Demirag Secondary School), which 
are the most important traces of the republican period in the district, and Tasbasi housing 
settlement, which are the worker lodgings of Divrigi Iron and Steel Enterprises, are located. This 
axis extends to the west with its traditional architecture and street structure and connects to the 
historical texture. The aim of the study is to introduce the protection and rehabilitation project 
prepared for Cedit Pasa Street in Sivas Province, Divrigi District, and to discuss the project 
objectives, approaches and content. Divrigi turns into a cultural center with its urban texture, 
examples of civil architecture and tourism activities in the field of art and culture. Our cultural 
assets such as Sancaktar House, Abdullah Pasa Mansion, Nuri Demirag Industrial Vocational 
High School, Mihtirdar zade Mansion, Seyhoglu Mansion, Cedit Pasha Mosque, Esat Bey 
Mansion are located on the historical and cultural axis, giving the district a cultural and economic 
momentum. 

The main purpose of the rehabilitation project is to integrate urban functions with rehabilitation. 
To provide pedestrian and green continuity through this axis. In the east, activities such as 
accommodation, sports, culture and education define the urban space and the beginning of the 
axis. In the west, museums, exhibitions, education and eating and drinking places that will support 
and host these activities, re-functionalized mansions and houses are lined up, and this cultural 
axis ends at the center of the historical texture. While organizing the defined historical city spaces, 
it is aimed to increase the cultural and social richness of the citizens. In the project approach, the 
open spaces and spatial potentials of the city on the horizontal and vertical axis were considered 
together. The use of historical buildings on this axis, where the best preserved structures in Divrigi 
are located, for culture and arts also reveals the vision of our transformation and rehabilitation 
projects. The area has the potential to host many activities and art workshops. Making the 
historical buildings and the region especially suitable for pedestrian transportation, and the 
creation of suitable urban equipment and infrastructure in street arrangements are handled within 
the scope of the project. If the necessary interventions are not made in this subject area, the 
usability of the restored buildings will be low. Within the scope of the study, the protection and 
rehabilitation project prepared for Cedit Pasa Street in Sivas Province, Divrigi District, will be 
introduced and will be discussed on an urban scale in general, taking into account similar studies 
on international and national scale. The dimension of the project as tourism, conservation, 
rehabilitation and cultural axis will also be discussed through the Project 


Keywords: Divrigi, street rehabilitation, survey, restoration, restitution 
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1. Giris 


Tarihi dokunun ve sokaklarin korunmasi, kentsel mekanda konfor  sartlarinin 
yukseltilmesi, bu potansiyelin ve kiltiirel degerlerin gelecek kusaklara aktarilmasi i¢in 
geleneksel dokuya sahip kentlerde bir cok koruma ve yasatma_ yéntemleri 
gelistirilmektedir. Biitiinctil koruma yaklasimlarindan, alanlara, bélgelere ve tek yap1 
dlgegine kadar koruma projeleri gelistirilerek hazirlanmaktadir. 2000’li yillardan sonra 
artan sagliklastirma projeleri beraberinde birgok elestiri ve 6vgityii de bulundurmakta 
hatta uygulamalar tizerinden yapilan genellemelerle proje stireclerine kadar tekrar tekrar 
tartisilarak farkli disiplinlerin tartigsma alanina girmektedir. Stvil mimarlik 6rneklerinden 
olan tarihi sokaklarimizin bakim ve onarmlarinin yapilarak gelecek nesillere 
aktarilmalari calismamizin baslica hedeflerindendir. Ge¢misimiz ile gelecegimizi 
birbirine baglayan bu tarihi k6priiler, bilingli ya da bilingsiz olarak yok olmakla karsi 
karsiyadirlar. 


Sokak sagliklastirma projelerinin baslica amaglar arasinda, giintimiiz konfor sartlarinin 
yakalanmasi ve kentsel alt yapaninda (elektrik, dogalgaz, su vb.) iyilestirilmesi vardir. 
Koruma amagli plan kararlar1 dogrultusunda fiziksel ve sosyal iyilestirme yapilabilmesi 
icin yerel yOnetimler tarafindan ‘Sokak Sagliklastirma’ uygulama projesi gelistirilmistir. 
Geleneksel dokuda kisa stirede koruma kararlar alinip hizla uygulamaya gecilebilecegi 
diisiintilerek sokak sagliklastirma projeleri giindeme getirilmektedir. Alana yonelik 
detayli analiz caligmalarinin yapilabilmesi, alanda yasayanlar i¢gin sosyal degisimin 
lokomotifi olmasi diisiincesiyle ek projeler olusturulmustur. Ekonomik kiiltiirel ve sosyal 
yipranmanin temelinde buna paralel gelisen fiziki bozulmalar ve yetersizlikler vardir. 
Fiziksel iyilestirme ile sosyal iyilestirmenin de saglanabilecegi yaklasim1i, sagliklastirma 
projelerinde ekonomik, kiiltiirel ve sosyal bozulmalarin nedenlerinin arastirilmasini ve 
fiziksel iyilestirme i¢in mudahale kararlarinin alinmasini hedeflemektedir. 


Cedit Pasa Caddesi Koruma ve Sagliklastirma Projesi kapsaminda yapilan calismalar, 
5226 ve 3386 sayili yasalar ile degisik 2863 sayili Kultiir ve Tabiat Varliklarin1 Koruma 
Yasas1 kapsaminda belirlenen kentsel sit alanlar1 ve koruma alanlarinda, Yiiksek kurul 
ilke kararlari, Koruma Bélge Kurulu kararlari ve Koruma amacli imar planlari veya imar 
planlari dogrultusunda, tescilli ve tescilsiz tasinmaz kiltiir varliklari ile yapinin yakin 
cevre baglantilari, ada-parsel iliskileri, peyzaj ve mimari 6eleri ile birlikte korunmasi, 
sagliklastirilarak yasatilmas1 ve ¢agdas yasama katilmasinin saglanmasina_ ve 
belgelenmesine y6nelik rédléve, restitiisyon, rekonstriiksiyon projeleri ile miithendislik 
dallarinda yapilmasi gereken her tiirlii projenin hazirlanmasini icgeren bir ¢aligmadir. 


2. Yontem 


Sokak islah projeleri; tescilli tescilsiz tiim binalarin sokaga baki veren cephelerinin varsa 
avlu duvari, bah¢e duvari ve mtistemilatlar1, ¢esmeler, 6zgiin sokak dokusu ile korunmasi, 
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tiim yap1 6gelerinin ve elemanlarinin sagliklastirilarak yasatilmasi belgelenmesi y6niinde 
hazirlanan koruma ve sagliklastirma projeleridir. Dogru karar alinmasi, tarihi dokunun 
kullanicisi ile yasatilabilmesi, tarihi izleri koruyarak yasatma sokak sagliklastirma 
projelerinde 6n plana ¢ikmaya baslamistir. Sokak sagliklastirma projelerine 6rnek olmas1 
hedeflenen projelerden biri olan ‘Cedit Pasa Caddesi Koruma ve Sagliklastirma Projesi’ 
sonuglar1 ve kapsami ayrintili olarak ele alinarak tanitilmaktadir. Tarihi doku da 
olusturulan tarih ve kiiltiir aksi ayrintili ele alinarak projenin kazanimlari ortaya 
konularak sonuglar cikarilmistir. 


3. Bulgular 


Giiniimiize kadar ulasmis olan sivil mimarlik 6rnekleri plan, yap1 malzemesi ve mekan 
organizasyonu bakimindan 6ézgiindiir. Bu 6rnekler Selguklu hayatli ev tipolojisine ait 
6zelliklere sahip olup Divrigi geleneksel dokusunda gortilebilmektedir. Siyasi kararlarla 
ve otorite bosluklarryla koruma amacli imar palanlari ve koruma uygulamalar 
esnetilebilmekte hatta planlar revize edilmektedir. Bu durumda tarihi dokularin 
korunmasi ve yasatilmasi calismalar1 aksamakta sokaklar, bdlgeler, alanlar tahrip 
olmaktadir. Kékeni kira dayanan topraga ve dogaya baglilik, Divrigi yerlesmesinde de 
kendini géstermis, 6nceki kusaklardan aktarilmis olan duyarliliklar, halen etkin bir 
sekilde kullanilagelmistir. Konut Alanlarini olusturan evler genelde iki katli, 6n tarafinda 
sokaktan bir duvar ile ayrilmis, bir avlu ve arka tarafinda meyvecilik ve ekim dikimin de 
yapildigi genis bir bahcesi bulunan evlerden olusmaktadir. 


Mevcut yapilasmis alanlarin ve tarihi dokunun “sagliklastirma projeleri” ile “yasanabilir 
kentsel alanlar” haline déniistiritilmesi ¢alismalar1 kapsaminda sokak islah projeleri 
hazirlanmis yerel y6netim tarafindan etaplar halinde uygulamaya konulmustur. 
Divrigi’de bulunan kaynaklarin niteliginin arttirilarak turizm amacli kullanima 
yonlendirilmesi, stirdiirtilebilirlik ilkeleri dogrultusunda potanstyel degerlerin korunarak 
yasatilmasi projede hedeflenmistir. 


Yerlesme i¢erisinde esas sehirsel faaliyet konuttur. Alanda yer alan diger kullanimlar ise 
yerlegsmeye hitap edebilecek diizeyde ticaret ve servis faaliyetleridir. Kent dokusu 
icerisinde herhangi bir endiistriyel faaliyet bulunmamaktadir. 


3.1. Cedit Pasa Caddesi Koruma ve Saghklastirma Projesi 


281Vb numarali imar planinin kuzeydogu-giineybati dogrultusunda yer alan Ceditpasa 
Caddesi, eski yerlesim birimi oldugundan hali hazirda kullanilan bir caddedir. Sokakta 
69 adet konut bulunup, bunlarin 9 adedi tescilli yapi, 1 adedi plan karari ile korunan yap1 
ve bir adet de tescilli anitsal yap1 bulunmaktadir (Yegin, 2007). Sokagin uzunlugu 1200 
m olup; en genis yeri 13.10 m, en dar yeri ise 5.20 m’dir. Yol giizergahinda igme suyu ve 
atik su kanallar1 mevcut olup, kullanimdadir. Elektrik sebekesi disaridadir. Telefon 
sebekesi mevcuttur. Yol kaplamasi diizensiz yer yer kilit parke ve tas Grtiiltidiir. 


WA 
WA 


I" ART&DESIGN-ICSSIET 2022 a 
Ea July 30-31 20m Me : @ AGADEMY Lo 


Mugla/TURKIYE » 


https:// letcongress.com/icssiet-art-design-congress 


KORUMA AMACLI IMAR PLANI 
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Sekil 1. Divri3i Koruma Amacli [mar Planinda Cedit Pasa Caddesi 
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Sekil 2. Cedit Pasa Caddesi Mevcut Sokak Plani ve Hava Fotografi 2022 


= ~~, 25 “2 


Sekil 4. Cedit Pasa Caddesi Giiney Cephesi ve Sokak Plan (Yegin, 2006) 


Divrigi’ye 6zgii dikine dikdértgen biciminde parseller genel yerlesimi olusturmaktadir. 
Yapilar; yol kenarinda, arkada genis bah¢e ve 6n tarafta avlu olusturacak bicgimde yer 
almaktadir. Sokakta ¢ok sayida da tescilsiz niteliksiz yap1 mevcuttur. Bu yapilar azami 
son 30 yilda inga edilmis olup genelde Divrigi evi mimarisinden uzak bir plan ve cephe 
anlayisi ile insa edilmistir (Sekill, 2, 3, 4). 
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Sekil 5. Cedit Pasa Caddesi Giiney Cephesi Sagliklastirma Projesi (Yegin, 2006) 
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Sekil 6. Cedit Pasa Caddesi Kuzey Cephesi Sagliklastirma Projesi (Yegin, 2006) 
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Ancak Ceditpasa Caddesi, Divriginin 6nemli ulasim akslarindan olup, Tasbasi isci 
konutlari ile eski devlet hastanesi arasinda kalan aks ulasim acisindan 6nem arz eden bir 
caddedir. Sokakta bulunan tescilli yapilar 6zenli bir isgilikle yapilmis olup, Osmanl 
mimarisinin giintimiize ulasan nitelikli 6rneklerindendir. Ayrica Divrigi evi konut 
tipolojisinin se¢kin 6rnekleridir. Tarihi kent dokusunda yer alan Ceditpasa Caddesi 
sagliklastirmasi yapilirken koruma amagli imar plan kararlarina bagli kalinmistir. Cephe 
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diizenleri, cumbalar, sagaklar, bahce duvarlari, kapilar, pencereler dlcti, oran ve malzeme 
olarak incelenmistir. 


i CADDESI KUZEY CEPHESI 


Sekil 7. Cedit Pasa Caddesi Kuzey Cephesi Sagliklastirma Projesi. Cephe Diizenleme (Ye&in, 2006). 
3.1.1. Cephe Nitelikleri 


Geleneksel konutlarda kiibik kitle tasarimi gértilmektedir. Zemin katlar disa_biiyiik 
oranda kapali olup, bazi 6rneklerde kafa hizasinin tizerinde pencerelere rastlanmaktadir. 
Ozgiin cepheler kirec siva ve/veya saman ve sénmiis kirec katkili toprak sivalidir. 
Yapuilarin tist katlarinda acikliklar (pencereler) zemin kata g6ére daha fazladir. Bu 
pencereler 1/2, 1/2.5 oraninda dikdértgen formdadirlar. 


Avlu cepheleri, sokak cephelerine oranla daha seffaftir. Bu cephelerde her katta (zemin 
kat dahil) pencereler bulunmaktadir. Ayrica yine avlu cephelerinde genis sagaklar, 
divanhaneler ve ayakcak-tist kata cikig merdiveni bulunur. Cephelerde en ilging 
dgelerden biriside, kiicik ve ¢esitli formlarda olabilen tepe pencereleridir. Bu katlarin 
havalandirmasini ve aydinlatmay1 saglamak tizere s6z konusu pencerelerin yer aldiklari 
anlasilmaktadir. Cikma 6gesi ¢ok yogun olarak kullanilmistir. Binalar, geleneksel ahsap 
karkas sistemde insa edilmis cumba ve ¢ikma 6geleri cephe karakterini belirleyici bir 6ge 
olarak karsimiza ¢ikmaktadir 
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Sekil 8. Cedit Pasa Caddesi Sagliklastirma Projesi. Sokak Kapisi-Kanatli Kapi ve Pencere Detaylari 
(Yegin, 2006). 


Sokak cephesinde yer alan bahce duvarlarinda da temelden ahsap hatila kadar tas 6rgii, 
lst siralar ise kerpi¢ 6rgiiliidtir. Duvarlarinin tistlerinde saltasi veya alaturka kiremitle tek 
egimli harpusta olusturulmustur. Duvarlarin yiikseklikleri yaklasik 1,50-1,60 m. dir. 


3.1.2. Malzeme Kullanimi 


Yapilarda kullanilan temel yap1 malzemesi, kerpi¢ ve ahsaptan olusan karma yap1 sistemi 
olarak tanimlanabilir. Zemin katlar ve ana tasiyici duvarlar ahsap takviyeli kerpictir. 
Ahsap, déseme kirislerinde tavan ve ddseme kaplamasi olarak ig mekanlarda, merdiven 
ve divanhanelerde, dolap ve nislerde sacak siislemelerinde kullanilmistir (Sekil 5, 6, 7, 8, 
9). Proje kapsaminda her yap1 i¢in onarim ve miidahale kararlari ayri ayri aciklanmistir. 
Bina cepheleri ve bahce duvarlari igin miidahale y6ntem ve teknikleri proje raporunda 
aciklanmistir. 
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Sekil 9. Cedit Pasa Caddesi Sagliklastirma Projesi. Sokagin Giiney Cephesi Uzerinde Mevcut Kiiltiir 
Varliklari (Yegin, 2006). 


3.1.3. Yap Kullanimi 


Sokak aksi tizerinde genel yap1 kullanim: konut olup, bazi yapuilar ise ticari amacli 
kullanilmaktadir. Konut dis1 kullanimi olan yapilar niteliksiz yapilardir. Caddeye kiltiirel 
aktiviteler kazandiran ve restorasyonu cocuk kitiiphanesi olarak tamamlanmis olan daha 
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sonra Ozanlar Evi olarak islevlendirilen Sancaktar Evi caddeye baska bir sosyal ve 
kultiirel misyon kazandirmaktadir. Mihiirdar zade Konagi, Abdullahpasa Konagi ve 
Seyhoglu Konagi kiiltiirel amagli islevlendirilmislerdir. Divrigi Belediyesi ve 
Kaymakamligi turizmin gelistirilmesi ¢aligsmalar1 kapsaminda tiniversiteler ile ortak yaz 
okullari ve ¢alistaylar diizenleyerek secilen 6zellikli konaklar ve evler igin yeniden 
iglevlendirme ve kullanim projeleri hazirlatmislardir. Milkiyeti Divrigi K6ylere Hizmet 
Gotiirme Baskanligina ait olan Sancaktar Konagi Restorasyon Projesi ‘Cocuk 
Kiitiiphanesi’ (Yegin, 2004) olarak diizenlenmistir. Mihtirdarzade Konag1, Seyhoglu Evi, 
Abdullah Pasa Konaég1 gibi uygulamalarda bu projelere ilave olarak tarihi dokuda yeniden 
igslevlendirilmis 6rneklerdir. S6z konusu yapilar kiltiir turizmine kazandinilmistir. 


@ Aaturka kiremite iki yonde egimliharpusta | ©) ahsap pervaz diizenlemesi 
© Saman ve sinmis keg katkii toprak siva _| © sagak sislemelesitin dazenlemesi 
© Doyal tas kaplama © kiteg siva (beyaz. Jagik sari ve gri) 


Sekil 10. Cedit Pasa Caddesi SaSliklastirma Projesi. SokaSin Kuzey Cephesi Uzerinde Mevcut Kiiltiir 
Varliklari (Yegin, 2006). 


Sekil 11. Cedit Pasa Caddesi Tarih ve Kiiltiir Aksi Uzerinde Konumlanmis Mevcut Kiiltiir Varliklart. 


Ongoriilen diizenleme caligmasinda tarihi dokunun korunup yasatilmasi, caddenin 
komsuluk iliskilerinin tarihi dokuyla birlikte canlandirilmasi temel amactir. 
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4. Sonuclar ve Oneriler 


Sivil mimarinin uyumlu diizenli mimari biitiinliikleri, donatilar: ve sokak dokulari 
korunmaya ¢alisilmaktadir. Olusturulan tarih ve kiilttir aksinda Osmanli kent dokusu 
Sancaktar, Burnaz ve tarihi dokudaki diger sokaklarda varligini siirditirmektedir. 


Ceditpasa Caddesi peyzaj ve kent goériintimti acisindan y6nlendirici en gii¢lii akstir. 
Cumhuriyet déneminin Divrigi’deki en 6nemli kazanimlarindan olan Nuri Demirag 
Endiistri Meslek Lisesi ve tarihi yerlesimin dogu ucunda yer alan ‘Divrigi Demir Celik 
Isletmeleri Tasbasi Isci Lojmanlari’ yerleskesi tarih ve kiiltiir aks1 olan caddenin Dogu 
ucunu ve baslangicini olusturmaktadir. Y6reye karakter veren geleneksel yapim 
teknigiyle yapilmis bircok sivil mimarlik Grnegi bu aks tizerinde yer almaktadir. 


Gintimiize ulasabilmis kiltiir degerlerimizi yasatmak ve stirdtirebilmek, bakimsizlik, terk 
edilmislik, malzemelerin yipranmasi, yeni yapilanma baskilari gibi olumsuzluklara kars1 
kiilttir varliklarimizi, sokaklarimizi sagliklastirmak ve korumak ile miimktin olacaktir. 
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Protection of Artists' and Designers' Rights in the Paradigm of 
the New Concept of Intellectual Property 


Olga IPATOVA, Anastasia HORBACH 


Brest State Technical University, Belarus 
Abstract 


The existing difficulties with the use of intellectual property institutions are caused by a 
number of objective reasons. The concept of intellectual property proposed in the article 
meets the requirements of today and is based on the following key provisions. Industrial 
property is an artificially created type of intellectual property for the sake of a compromise 
between the right holder and society. Objects of industrial property are objects of copyright 
of a "utilitarian" nature, which means that they are capable of making a profit. To derive 
the construction of industrial property, a mechanism was used to separate the very result of 
creative activity (ideas protected by a patent for inventions and utility models) and its form 
(protected by copyright). 


The existence of a post-industrial society, the basis of development, the resource of which 
is intellectual property, and the main asset is information, requires recognition of the value 
of any intangible objects and a shift in emphasis to an individual who creates intellectual 
property and other intangible objects. Therefore, the protection of the rights of the author, 
his legal personality in relation to the use of his results of intellectual activity comes to the 
fore. Modern information and communication technologies, which allow authors (right 
holders) technically independently, without the participation of social institutions, to 
establish the regime for the use and disposal of intellectual property and other types of 
information, also bring this to the need. 


Keywords: copyright, copyright object criteria, architectural work, design, intellectual 
property, industrial property. 
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Introduction 


Today we can talk about a paradigm shift that reflects the new emerging concept of 
intellectual property, which is the basis for the development of modern post-industrial 
society. If the basis of an industrial society is property - material resources, then the 
basis of a post-industrial society is intellectual property. The value of intellectual work 
is changing the emphasis in the paradigm of modern society - in the center of which is 
a person as a creator. To diminish the exclusive absolute rights of the author to the 
results of intellectual activity means to deprive him of motives for further creativity, 
which, in turn, means depriving him of the basis of scientific and technological 
development. Because of this, the old ideas about intellectual property are already 
disappearing. The entire construction of intellectual property is called into question - 
the need for the existence of industrial property, which is nothing more than objects of 
copyright used in production. From this position, the concept of the copyright object 
also needs to be revised, which requires understanding not as a form of expressing an 
idea, but the idea itself - information that has novelty and contains an element of 
transformative activity. Otherwise, emerging new forms of copyright objects will not 
be protected. 


There are opinions according to which the interests of society should be in the first 
place, and the right holder - in the second place. The position is based on the fact that 
the very idea of absolute (exclusive) rights is becoming obsolete and becoming relative 
in the rapidly changing conditions of the information society. Patent law is perceived 
as a hindrance to scientific and technological progress, not an assistant (Gadzhiev & 
Kastalsky, 2019). In a situation where equally directed private interests (the rights of 
citizens to access to information and protection of copyrights, and in the case of gray 
imports - the rights to freedom of enterprise, the rights of consumers to cheap goods 
and the protection of intellectual property) collide, new criteria for the legal assessment 
of various conflicting between constitute fundamental rights. Today, the world uses 
such assessment systems as the system of open fair use, the three-step test, the closed 
system of use with well-defined exceptions and limitations of exclusive rights. But 
there are new challenges and new difficulties in applying the old criteria. Intellectual 
property right already exists in the realities of a paradigm shift that continues to 
expand. 


In the era of all-encompassing digitalization, intellectual property can already exist 
without a material carrier, i.e. regardless of proprietary rights. And the value of digital 
forms of intellectual property is growing at a great speed (NFT, computer programs, 
graphic design objects and digital art). This gives authors more freedom from control 
and regulation by public structures, more freedom to own and dispose of their 
intellectual property. 
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If the right of ownership is traditional and understandable, then intellectual property is 
a concept that has not yet been fully conceptualized. This explains the absence of a 
definition of this concept both in international treaties and in the national legislations 
of a number of countries, incl. The Republic of Belarus. In turn, this causes difficulties 
in determining the range of its objects and their features, in particular, the features of 
a work as an object of copyright. 


It should be noted that the use of the concept of "intellectual property" as a general 
term for all types of intellectual objects is not universal. Initially, in France - the 
country of signing the Paris Convention for the Protection of Industrial Property 
(1883)( Paris Convention for the Protection of Industrial Property (as amended on 
September 28, 1979)— intellectual property (propriété intellectuelle) was often 
understood as "non-functional" creations in the field of literature and art (objects of 
copyright a (copyright)), while the term "industrial property" used to refer to 
"functional" creations that can be used in industry (patents, trademarks, industrial 
designs, etc.). 


The terms used in non-English speaking countries sometimes lead to a slight confusion 
between "Intellectual Property" and "Intellectual Property Rights" (IPR). For example, 
in Switzerland, as well as in the Scandinavian countries, intellectual property rights 
are considered as "rights over intangible objects" (Immaterialgiiterrechte) or 
"intangible rights" (Immaterialrettigheder). Such terminology also emphasizes the 
aspect of intangibility, common to all objects protected by intellectual property law, 
and ignores the property rights to "intellectual" objects (Kur, 2013). 


Intellectual property is the collective name for intellectual property that is protected 
by law. We are talking about creative activity - one that is associated with the creation 
of something new. As for the specific list of objects protected within the framework of 
intellectual property, this issue is resolved in the legislation of different countries in 
different ways, depending on the ideas underlying the intellectual property regimes. 
Intellectual property is not defined in either the Paris Convention for the Protection of 
Industrial Property (1883) or the Agreement on Trade-Related Aspects of Intellectual 
Property Rights (1994) (Agreement on Trade-Related Aspects of Intellectual Property 
Rights (TRIPS Agreement), 1994). 


Instead, these instruments list the various categories of intellectual property subject 
matter, specify their definitions, and establish the scope of their protection. The 
Convention Establishing the World Intellectual Property Organization of 1967 defines 
intellectual property not as the result of intellectual, creative activity, but as the right 
to these results - intellectual property includes rights related to: literary, artistic and 
scientific works; performing activities of artists, sound recording, radio and television 
broadcasts; inventions in all areas of human activity; scientific discoveries; industrial 
designs; trademarks, service marks, trade names and commercial designations; 
protection against unfair competition, as well as all other rights related to intellectual 
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activity in the industrial, scientific, literary and artistic fields (SConvention 
Establishing the World Intellectual Property Organization, 1965). 


Intellectual property covered by copyrights are ideas, images that we perceive through 
form — sketches, layouts, sounds, digital form, etc. The right to use ideas belongs to 
their author or to whom he (the author) or the state provided (we are talking about 
objects of copyright that are used as objects of patent law). An interesting fact is that 
the reproduction of works of literature is regulated by copyright. And the reproduction 
of a work of fine art, design, sculpture is regulated by industrial property law. In this 
case, these works are considered to be objects such as industrial designs, trademarks 
or device inventions. Such an illogical definition of the types of IP objects, the 
simultaneous use of several conflicting criteria (objectification, functional purpose, 
identification, utility, mass production) for attributing to one or another IP object casts 
doubt on the very legal structure of intellectual property and its types (copyright, 
industrial property). 


At its core, the Paris Convention for the Protection of Industrial Property of 1883 is a 
consensus on the issue of delayed nationalization of copyright objects for 8-25 years 
(the duration of patents) in favor of scientific and technological progress. In order to 
nationalize economically profitable, so-called "utilitarian" ideas, the concept of 
industrial property was developed - an artificially created type of intellectual property. 
The logic was built as follows. 


Copyright does not apply to the ideas, concepts, discoveries themselves, i.e. to 
information as such, but extends to the form of expression of these ideas, concepts, 
discoveries - works of science (scientific lectures, scientific publications), literature 
(poetry, prose, journalism), architecture (architectural design, sketches, drawings, 
buildings). Such a definition of copyright is also artificial and gives rise to many 
difficulties, brings the application of the right to the point of absurdity. So, what is 
considered a work of architecture - a sketch, a model, a drawing, an architectural 
project, a construction project, a building or its elements? What about a piece of music 
- a musical manuscript or a sound form? Are these forms of the work, 1.e., forms of 
expression of ideas? If we proceed from the value of the information itself, and not its 
form, then everything falls into place. Works of architecture, design, music, science 
are information that can take many forms. 


Such a conceptual separation of information from its form was necessary for the 
development of an artificial illogical concept of industrial property. In the USA, the 
creation of 50 products (candy wrappers, caps, buildings) based on a sketch, picture, 
project devalues the sketch, picture, project itself as an object of copyright6. 
Depreciation of a work of art just because it is used as an industrial design or trademark 
(industrial property) seems absurd and unfair. 


But such a utilitarian approach - the possibility of mass materialization of objects of 
copyright - to the results of human intellectual activity is necessary for the 
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commercialization of these results in order to develop the economy and, accordingly, 
society, its democratization. International law (the Paris Convention of 1883) and most 
national legal systems grant patent rights not to the author of the result of intellectual 
activity (inventor, artist, designer, architect), but to the first person who applies for a 
patent. The United States and Japan have a first-invention patent system in which only 
the inventor has the right to obtain a patent for his invention. In Europe, on the basis 
of the “first to file” principle: it is the first applicant who has the right to own a patent 
and exercise patent rights, even if he is not an inventor. In this case, the consent of the 
author is not required (Compliance Analysis of Part IV of the Civil Code of the Russian 
Federation and the European Patent Convention, 2009). 


Intellectual property and property are similar concepts - objects of property rights, 
which provide for the maximum amount of powers of possession, use and disposal in 
one case - things that can be tangible (the only difference with intellectual property), 
in the second - with information obtained as a result of creative activity (intangible 
objects). According to the natural law concept, the founders of which were Plato, 
Aristotle, Hugo Grotius, Thomas Hobbes, Benedict Spinoza, John Locke, Charles de 
Montesquieu, Jean-Jacques Rousseau and others, the rights to created things - things 
or information - are not granted by the state, but are only protected. Therefore, the 
issuance of title patents and certificates to both authors, and even more so to random 
applicants, is a violation of natural rights. 


Patent rights and rights to means of individualization as types of industrial property 
rights are granted on the basis of payment of patents and fees for the issuance and 
maintenance of title documents for inventions (related to devices, technologies, 
substances), industrial designs, trademarks, etc. This means that the first person who 
files an application, without asking the consent of the author and paying fees to the 
state, can own, use and dispose of the result of someone else's intellectual work. 


Paying patent fees has a positive meaning, as well as property taxes: if the property 
(material or intellectual) does not bring commercial benefits, give it to others who can 
pay duties / taxes from the profits. This will allow the rational use of material and 
intellectual assets and will contribute to scientific and technological progress. But the 
important point is the principle of subjectivity — the need for the will of the author, his 
permission to use his results. To invest resources in what can be selected is not the best 
motive for the developer and creator, which will have such a natural consequence as 
stagnation in the field of science and art. 


Another problem of intellectual property is the definition of objects of copyright. The 
Berne Convention for the Protection of Artistic and Literary Works of 1886, as well 
as other conventions in the field of copyright, as well as a number of national laws, do 
not contain criteria for the object of copyright. Case law, and in the countries of the 
Romano-Germanic system of law, only judicial practice (and not legislation) puts 
forward such requirements as originality, interpreted in different ways: both as 
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uniqueness (existence in a limited number), and novelty, and creativity, and lack of 
possibilities of utilitarian application, and a high degree of artistry (Ipatova,2019). 


In our opinion, it would be true and fair to establish only one requirement - the absolute 
world novelty of the result of intellectual work. Otherwise, not the law, but the case 
will determine what to protect and what not. Speaking about the case, we mean the 
opinion of experts, which obliges the judge (although the latter is not prescribed by 
legal acts - international and a number of national ones). 


And here one more problem of intellectual property as a sub-branch of law is revealed 
- the problem of expediency of singling out objects of copyright among the 
information, which are nothing more than information of a creative nature (a set of 
ideas, images). For example, if a photograph, a work of art or design, according to 
experts (not the law or the court!) does not meet the criteria of an object of copyright, 
that is, it depreciates, this means that anyone can use the result of his work without the 
consent of the author. But in our information age, where information is the most 
important asset and human rights are the foundation of democracy, such an approach 
is fraught with great negative consequences. In the absence of a single doctrinal core, 
the legal regimes established for various intangible objects solve private, often 
momentary tasks and are characterized by obvious fragmentation, which, when 
disputes arise, results in the complexity of law enforcement. 


By virtue of this request, the concepts of intangible objects appear in the theory of law, 
which, in addition to objects of intellectual property, include other types of information 
under the term “new intangible objects” (image of a person, name (pseudonym), 
cryptocurrency, tokens) (Rozhkova,2019). These difficulties could be avoided by 
abandoning the "unwritten" criteria of copyright and combining copyright with the 
right to other intangible objects. 


The range of objects with the development of science and the complication of civil 
circulation is expanding all the time. Therefore, it is so important to clearly define the 
concept of intellectual property so that there are no questions about classifying new 
objects as intellectual property. So, later than other objects, exclusive rights related to 
geographical indications were included in the scope of WIPO's activities (which seems 
controversial - a geographical indication, unlike a trademark (service mark) or trade 
name, is not created by the copyright holder, but is borrowed), new varieties plants 
and animal breeds, databases, integrated circuits, radio signals, domain names (in the 
Republic of Belarus, radio signals and domain names are not intellectual property). 


In addition, the objects of intellectual property include production secrets (know-how), 
the status of which is not defined and raises many questions. Are customer databases 
subject to copyright and trade secrets? In the Republic of Belarus, know-how has a 
dual nature — they are classified as IP objects by the Civil Code (Articles 980, 998) 
(Civil Code of the Republic of Belarus, 1998) and at the same time excluded from the 
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objects of exclusive rights to the results of intellectual activity (Article 5) by the Law 
on Trade Secrets (Minsk, 2022). 


Protection against unfair competition by the Paris Convention of 1883 (Article 10-bis) 
refers to IP, but can be conditionally classified as one of the rights to intellectual 
property only if intellectual property is understood not as the results of intellectual 
activity, but as rights to these results. In addition, with the help of the norms of the 
institution of unfair competition, it is possible to protect not only intellectual property, 
but also any information about the manufacturer or its product. 


The existence of several modes of protection of intellectual property objects — as an 
object of copyright, as an object of patent law, as a means of individualization, as 
know-how, as an object of protection against unfair competition, as well as several 
protection systems (cumulative, partially cumulative, demarcation of modes) speaks 
of blurring the institutional purpose of copyright works, industrial designs, trademarks 
and other intellectual property. And compromise cumulative protection, for example, 
design creates the most favorable conditions for the abuse of the right and obstacles to 
the development of competition: having such a strong legal monopoly, the right holder 
can significantly prevent other bona fide participants in civil transactions from using 
similar results of intellectual activity. 


Partial cumulation also does not help to resolve the institutional problems of 
intellectual property. In the United States, the copyright regime generally does not 
cover the protection of utilitarian or functional products (Part 9 of Clause 7 § 101 of 
17 United States Code). In relation to aesthetic-utility products, copyright protection 
is possible only if their form or configuration can be mentally separated from the 
product itself, in which they are embodied. In addition, judicial practice has developed 
a position according to which a separate element of an industrial design can also be 
protected as an author's work in the event of its possible independent existence 
(Athletica, 2017). 


So, the concept of intellectual property, in our opinion, should be based on the 
following provisions: 


(1) copyright and industrial property contradict each other in their meaning and 
essence, since industrial property is specially separated from intellectual property into 
a separate type in order to “bypass” copyright; 


(2) copyright does not cover a number of results of intellectual activity due to 
unwritten requirements for them, which leads to the depreciation of a number of results 
of intellectual activity and thus to the violation of the rights of creators. The only 
criteria can be only the absolute world novelty and the creative (transformative) nature 
of the result, subject to the principle of good faith - respect for the rights of others 
(personal data, the right to inviolability of the work); 
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(3) the object of copyright is not an objectified result, but the result itself - information 
of a creative nature. Otherwise, the question arises of attributing the very forms of 
works to objects of copyright; 


(4) the copyright regime should be extended to any results of intellectual activity (with 
the exception of objects of related rights) that meet clearly defined criteria. The 
institution of industrial property must be abolished; 


(5) the rights of the authors of the results of intellectual activity should be protected in 
the paradigm of property rights and the natural law concept - absolutely and by virtue 
of the fact of creation, and not the payment of fees. This will strengthen the intellectual 
rights of authors, without whose consent it will be impossible to withdraw (appropriate 
and use) the results of their intellectual activity; 


(6) a compromise between the right holder and the public should be a closed system 
of clear limitations and exceptions within the framework of the concept of fair use. 


The absence of a unified concept of intellectual property, which could be taken as a 
basis for the development of international and national law, leads to the fact that 
international treaties and legislation of a number of countries, incl. Republic of 
Belarus, in the field of intellectual property contains a number of gaps and 
contradictions. 


It also negatively affects judicial practice and other forms of law enforcement and 
ultimately does not contribute to the establishment of a unified legal order. A unified 
approach to the institutions of one of today's most important sub-sectors of civil law - 
intellectual property - will make it possible to quickly unify the legislation of states in 
order to further develop the globalized economy based on intellectual property. 
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Abstract 


Modern digital methods of protecting information, including its varieties - 
intellectual property, allow overcoming the weaknesses in protecting the results of 
creative activity by copyright and changing the balance of interests of authors and 
society. Copyright to a work of architecture, design and other objects of copyright 
arises by virtue of the very fact of creating an object. The absence of legal 
procedures (registration, patenting, depositing) leads to the difficulty of proving 
authorship. There is also a lot of controversy about the recognition of the result of 
creative activity as a work due to the lack of criteria in both international law and 
national legislation for classifying them as objects of copyright. We are talking 
about such evaluative concepts as originality, artistry, creative character, 
uniqueness of the work. 


The third problem is related to the attribution of various forms of the existence of a 
work, of which there are more and more, to the ways of reproducing the work. So, 
there are disputes about what to attribute to a work of architecture - a sketch, a 
layout, an architectural project, a construction project, a building, or an NFT token? 
What forms are protected by copyright? 


The fourth problem is the conflict of copyright and industrial property rights, which 
is associated with the right to apply for a patent for an industrial design (Design) or 
a technical solution in the field of construction (construction of multi-storey 
buildings with parking opposite the apartment, etc.) during the preferential period 
by any person without the consent of the author (with the exception of some 
jurisdictions, such as the United States). The demarcation of legal regimes, or 
partial cumulation, denies copyright protection to works of science or art that are 
widely used. 


Keywords: copyright, copyright paradigm, blockchain, NFT token, copyright 
protection, balance of interests of the author and the public, free use, fair use, three- 
step test. 
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Introduction 


Until recently, the advent of the digital age, all intellectual property laws conveyed 
a clear message: provide less protection for creations and innovations. This position 
is explained by the fact that initially knowledge was considered as a public, not a 
personal good, that is, the balance of interests of copyright holders and society was 
in favor of the latter. 


With the movement of almost all spheres of life into virtual reality, many 
intellectual property objects exist in a digital format. If earlier a work required its 
embodiment in a material object, now the digitalization of objects of copyright has 
become the usual way of objectification. There has been a significant gap between 
intellectual property and the world of material objects and property rights to them. 
Intellectual property can exist outside of material objects, and intellectual rights 
cannot be associated with real rights and not compete with them. Intellectual rights 
compete in the modern information society with information rights: the exclusive 
rights of authors and the right of citizens to information, the right to inviolability of 
the work and the right to fair use. The question facing theorists today of attributing 
intellectual property rights to property rights or new information law is resolved in 
favor of the latter (Rozhkova, 2019). 


In the context of widespread digitalization, the legislation of many countries on 
intellectual property reflects a change in the balance of interests of society and right 
holders, which is now in favor of right holders. The ability of public structures 
(libraries, copyright offices, patent offices) to provide citizens with access to an 
ever-growing amount of information has greatly decreased. This situation forces us 
to look for new legal ways to reconcile the interests of copyright holders and 
society. 


The resources of modern society are people and technology. Such accents are not 
in favor of the collective principle, on the contrary, they are in defense of the rights 
of an already so independent and valuable individual. Limitations and exceptions 
to the exclusive right of the author (called in the US the "fair use doctrine") are 
allowed in cases of non-commercial use of published works — this is an acceptable 
and necessary condition for the development of the intellectual property itself, and 
society as a whole. Any industrial (production) use, that is, for commercial 
purposes, of objects of copyright through obtaining a patent today already raises 
many questions both among the authors of works of science, art, architecture, and 
law enforcers. 


We are talking about the competition between copyright and industrial property 
rights, which is reflected in the existing systems for the protection of intellectual 
property (IP) objects - cumulative, partially cumulative and demarcation of the legal 
regimes of copyright, patent law and the regime of trademarks and other means of 
individualization. Such a complex structure of IP — its bifurcation, disarrangement, 
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etc. - is associated with the binding of works (objects of copyright) with material 
objects, their uniqueness. In a number of jurisdictions (for example, the USA2), the 
same image, which is a picture, if used as an image of a candy wrapper, loses the 
status of a work. The digital form of the work calls into question the former concept 
of IP (17 U.S. Code § 1329, 1998). 


The model of industrial property was created by the Paris Convention of 1883 ( 
Paris Convention for the Protection of Industrial Property, 1883) and represents a 
delayed transition to the public domain of those results of intellectual activity that 
are associated with the mass production of things. The right of priority is given to 
the one who filed the first application for a patent within the grace period (6-12 
months from the date of promulgation), while the consent of the author is not 
required. On the face of the primacy of public interests. 


At the same time, the opposite trend should also be noted. Thus, until the beginning 
of the 20th century, the system of creating depository funds, which had developed 
in many European countries, served as the only mechanism for maintaining a 
balance of interests of copyright holders and society for the free development of 
creative thought and access to knowledge. The law prohibited the sale of any book 
without first supplying a copy (Vikulin, 2009). 


In 1886, the adoption of the Berne Convention for the Protection of Literary and 
Artistic Works (Vikulin, 2009) led to its destruction. The Convention excluded the 
observance of any formalities provided for the protection of works (Part 2 of Article 
4 of the Berne Convention). 


Gradually, however, the legal deposit system was re-established in one form or 
another. Already in 1938, in 52 states, the principles and rules for the acquisition of 
national depository funds were approved by laws, ordinances, decrees or other 
normative acts (Tulikov, 2011) Thus, the principle, by virtue of which the 
emergence and implementation of copyright does not depend on the fulfillment of 
any formalities, began to be used simultaneously with the principle of mandatory 
provision of copies of works for public familiarization in the legislation of most 
countries of the world (including the Republic of Belarus). Thus, the Copyright 
Office, operating as part of the US Library of Congress, has been operating for more 
than 130 years. conducts registration of all works created by American writers, 
scientists, journalists, artists, musicians, film directors, etc (Tulikov, 20119). 


Most copyright laws permit libraries to copy, including digitally, copyright works 
for preservation and replacement, usually without paying any compensation to the 
authors, but only on the condition that the library has an obligation to investigate 
the possibilities of acquiring the work, including through commercial channels 
(Firsov, 2009). 
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Well, today the opportunity to get acquainted with the digital version of the work 
on the Internet is not difficult. Already in the (WIPO Copyright Treaty, 1996) (Art. 
8) and in the European Information Society Copyright Directive 2001/29 (Directive 
2001/29/EC, 2001) (Art. 3) the exclusive right of the author to bring his work to the 
public in digital form is fixed, when users “can access them from the place and at 
the time, individually chosen by them. The principle of providing a legal deposit of 
a work loses its meaning due to the openness of today's fairly prosperous society 
with a high level of trust, the existence of the Internet, social networks and the ease 
of dissemination of information existing in digital form. The abandonment of the 
legal deposit principle reflects a change in the technology of providing copyrighted 
works to buyers and other users. 


With freedom of access (without the consent of the author) to works - first through 
deposit funds, and now thanks to the Internet — the “doctrine of fair (fair) use” was 
formed in law (in the USA — fair use, in other countries — fair dealing) or in another 
way an open system of exemptions, in turn, based on the concept of social justice. 
Currently, fair use is governed by the provisions of article 107 of the US Copyright 
Act (1976) (U.S. Copyright Act of, 1976). 


It does not contain specific cases of fair use of the work. Rather, it is a set of 
conditions that must be taken into account. The first condition is non-commercial 
use. The second is a ban on “borrowing” (reproducing artistic intent) a work in case 
of commercial use. The third factor concerns the consideration of the volume of the 
work used: it is unfair to use more of the work than is necessary. The final factor to 
be considered is the effect of the borrowed work on the market for the original work. 
A balance must be struck between the profit that the owner of the copyright in the 
original work would receive if the use were found to be in bad faith, and the benefit 
that the public would derive if the use were found to be fair (Newbert M. Libraries, 
1998). 


This mechanism, which for a long time constituted the legal basis for maintaining 
a balance of interests of copyright holders and society in the United States, was not 
in demand at the threshold of the 21st century. The US Digital Millennium 
Copyright Act (1998) modified the traditional American approach to restrictions on 
copyright by listing exceptions and limitations. The list of exceptions to this US law 
is at odds with the American tradition of fair use, which is an exclusively open 
system. It is much closer to the European closed system, which provides for an 
exhaustive list of exceptions to the exclusive rights of authors. Thus, the US Digital 
Millennium Copyright Act, while formally recognizing the existence of fair use, 
has created such management and control tools that make it impossible to exercise 
it (Tulikov, 2011). 
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The basic mechanism that balances the interests of the author and society is the 
three-step test, which originally appeared as a result of the revision in 1967 of the 
Berne Convention. Article 9 bis introduces a three-step test to determine whether 
an unauthorized use of a work is legal. In accordance with it, “the law of the 
countries of the Union retains the right to allow the reproduction of such works in 
certain special cases, provided that such reproduction does not prejudice the normal 
exploitation of the work and does not unreasonably prejudice the legitimate 
interests of the author.” It was the three-stage test that formed the basis of the so- 
called open exemption systems adopted in a number of countries (including the 
Republic of Belarus) (establishing a regime for cases of free use) (Ovchinnikov, 
2022). Three conditions is free use is allowed only in "certain special cases"; if it 
does not prejudice the normal use of the work; unless it unreasonably prejudices the 
legitimate interests of the author. These conditions are not specific. They are 
evaluative in nature, therefore there is an opinion with which it is difficult to 
disagree that these guidelines are given to the legislator to specify not so much the 
cases as the boundaries and scope of free use, otherwise the subjectivity of the law 
enforcer cannot be avoided (Ovchinnikov, 2022). 


The provisions of Art. 9 of the Berne Convention served as a model for establishing 
a three-step test in subsequent international agreements. In particular, in the field of 
copyright, Art. 13 Agreement on Trade-Related Aspects of Intellectual Property 
Rights of April 15, 1994 (TRIPS Agreement) (TRIPS Agreement,1994) para. 1 art. 
10 of the WIPO Copyright Treaty (1996) contains provisions identical or similar to 
those contained in the Berne Convention. 


Copyright is being changed not only by digitalization, the Internet, social networks, 
but also by modern information technologies such as blockchain and NFT. 
Blockchain as a technology, cryptocurrency and tokens are both a new object of 
civil legal relations and technical (cryptographic) means of protecting information 
and intellectual property. And some NFT protocols are a new form or a new kind 
of work, like a computer program whose code is considered a work of literature. 


These information technologies, due to the uniqueness of the cryptographic code 
and the technology for recording and storing information about a work, make it 
possible to overcome such disadvantages of copyright as establishing authorship 
and recognizing the status of a work. In international law and national legislation, 
there is no clear, understandable and logical system of criteria for the compliance 
of the result of intellectual activity with the object of copyright within the 
framework of the concept of intellectual property. Therefore, this question of 
whether a creation is worthy of being called a work due to its originality and 
uniqueness or even non-utility is at the mercy of experts, which means that the 
status of an object is determined subjectively, i.e. in each case individually. This 
undermines a single legal order, trust in the institution of copyright and the 
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enforcement mechanism. Using blockchain and NFT technologies, these 
“weaknesses” of protection are overcome. 


The newly developed blockchain system allows authorship to be established. The 
difficulty in proving authorship is due to the fact that copyright in a work arises by 
virtue of the fact of its creation and therefore there are no title documents - 
certificates of registration and deposit. Blockchain acts as a place of registration 
and secure storage of encrypted information and is a distributed (stored on several 
servers) database that contains information about all transactions carried out by 
system participants. This database is compared with a chain, where each link 
contains information about its own and the previous link. Links can contain any 
information - photos, videos, audio, media files, and more. Blockchain looks like 
the life cycle of any document or operation. As soon as any operations are 
performed on the file, a new link is created. If information is deleted on one server, 
then the system itself restores it. This allows you to increase the level of safety of 
both information and copyright. 


The technology is used when depositing objects of copyright on special platforms, 
for example, the n’RIS service (2021), which offers depositing objects using the 
IPChain blockchain technology. You transfer a digital copy of the content, for 
example, a file with an architectural project or a design sketch, for storage in a 
secure virtual blockchain cell. The time and date of content creation is fixed, and a 
unique key (digital signature or file hash) is assigned to the intellectual property 
object. After that, a deposit certificate is issued, which indicates the description of 
the intellectual property object. Thus, the priority of copyright for the created works 
is fixed and any changes in relation to these objects (files) can be tracked. 


An encryption key for an electronic cell is also issued, which makes it possible to 
apply for the necessary information contained in the blockchain one-time. If it 
becomes necessary to check the information about the object in the block, it is 
necessary to carry out the hashing operation again. The received cryptographic 
signature is compared with the one stored in the blockchain. The correspondence 
of both signatures guarantees the accuracy of the information: this means that a 
certain data file was entered into the blockchain at a certain time. 


The NFT (Non-Fungible Tokens) technology developed on the basis of the 
blockchain, which in the future will become one of the best ways to protect 
copyrights on the Internet. NFT tokens are non-fungible because they represent 
encrypted information about the digital form of individually defined objects - works 
of art, and not about gold, grain and other objects that have generic characteristics. 
A token as a cryptographic code (key) of a digital object is unique. Therefore, if 
NFTs are a new form of copyright objects, then questions about uniqueness are 
removed. 


226 
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There are various types of NFTs, but the most common is a metadata file containing 
encoded information about the digital version of a tokenized work. The other type 
is a work that is fully uploaded to the blockchain; it is less common because it costs 
more to upload information to the blockchain (Guadamus, 2021). 


The first type of NFT is a piece of code that is written to the blockchain. This code 
is made up of various bits of information. The ERC-721 standard for NFT defines 
elements that must be present, as well as some optional elements. The first basic 
element of an NFT is a number known as tokenID, which is generated when a token 
is created; the second main element is the contract address (blockchain address) 
which can be seen anywhere in the world using a blockchain scanner (Guadamus, 
2021). The combination of elements contained in a token makes it unique; there is 
only one token in the world with this combination of token ID and contract address. 
In fact, NFT is just these two numbers. However, there are other important elements 
that may be present in the contract. One is the creator's wallet address, which helps 
identify the NFT with its creator. Most NFTs also usually contain a link to where 
the original work can be found, since the ERC-721 non-fungible token is not the 
work itself, but a unique digital signature that is associated in some way with the 
original work. 


For contemporary artists, attaching a work to the blockchain in the form of an NFT 
is a secure and verifiable way to sell their artwork digitally. The blockchain captures 
data with timestamps for all transactions indicating the owner of the rights in the 
distributed ledger. By looking inside blockchain transactions, you can get all the 
information you need about when the NFT transaction was made, who was involved 
in the transaction, and who owns the copyright. 


The token is translated as a token is a certificate confirming the rights to an object, 
the key (digital signature) of which is only with the copyright holder. If the author 
has a dispute about who created the unique design of the site, then he will be able 
to instantly obtain confirmation of his authorship by providing a certificate that will 
indicate the date of deposit, a description of the file and information about its owner. 
A record in the blockchain about the author of a file with a timestamp is a reliable 
proof of the existence of copyright for this object (n’RIS service (2021). 


Thus, in the blockchain, all information about who owns the rights to the object and 
how it uses it is recorded, if the relevant records are made. But this is only if there 
is a consensus in copyright that only the copyright holder can form the NFT and the 
further transfer of the NFT occurs only in connection with the transfer of the 
corresponding rights to the original digital object, then the NFT can act as a marker 
indicating the current object owner (Korneev, 2021). Indeed, without this 
enshrinement in law, NFT itself does not prevent the copying of an object, it assigns 
to the owner only a “digital feature” created on the basis of one of the copies of the 
digital artifact. There is also no barrier to generating multiple different tokens for 
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the same file. And so far, it is the NFT, and not the rights to the intellectual property 
object itself, that the buyer acquires. He has the right to dispose only of his own 
digital copy of the art object (n'RIS, 2022). 


An NFT token can be transferred through the mechanism used in cryptocurrencies, 
because. NFT is tied to a crypto wallet. A non-fungible token can be compared to a 
cryptocurrency, however, the token works using not its own, but someone else's 
blockchain, i.e. NFT technology is universal and suitable for any blockchain. NFTs 
are indivisible and are transferred only in their entirety, while monetary assets are 
divided into smaller parts. 


The value of NFT lies not so much in the possession of a copy of the work (unless 
the real original was destroyed by the author and according to the smart contract 
there was an assignment of rights or transfer of an exclusive license) or in the 
awareness of the digital uniqueness of a non-fungible token, but in the value of the 
cryptocurrency, to the wallet of which the created in one of the 20 blockchain 
technologies that exist today (Ethereum, Bitcoin, etc.) NFT-token. Without a doubt, 
one can agree with experts that this NFT technology, like fungible tokens and 
cryptocurrencies, will remain with humanity for a long time. 


So, blockchain and NFT technologies have made it possible to solve a number of 
still unsolvable copyright problems. The first problem is recognition as an object of 
copyright through the uniqueness of the cryptographic form itself. We are talking 
about this type of NFT, when the work is fully loaded into the blockchain, and not 
only a cryptographic entry is made in the blockchain about the metadata of the 
digitized art object stored in the cloud system. The second and third problems are 
the protection of both non-property (establishment of the fact of authorship, 
protection of the right to inviolability of the work, publication, recall) and property 
(the right to use in various ways) the rights of the author. The fourth problem is the 
protected circulation of copyright objects: prescribing license conditions in a smart 
contract (blockchain address), which allows you to automatically execute 
concluded transactions through the modification of metadata about the owner of the 
NFT. Fifth, investing in the development of the arts: NFTs are considered as 
investments related to art in one way or another, even if the NFT standard does not 
involve uploading a digital analogue of a copyright object to the blockchain. 


In view of the foregoing, it is important to note the exceptional importance of 
blockchain and NFT technology for a new round of intellectual property 
development. In the future, NFT technology will prove itself not only as a way to 
protect copyright, but also as a powerful tool for the development of the economy 
as a whole. 
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Although the market for non-fungible tokens is developing very quickly (since 
2014, and in 2021 NFTs have made a real revolution in the world of art and 
technology), the blockchain technology and infrastructure itself has undergone 
significant changes over the past few years, so far both in international law and in 
national jurisdictions, there is no legal regulation of relations regarding the use of 
NFTs, including in the field of copyright. 


Despite the fact that thanks to the digitalization and easy dissemination of the digital 
format of information, copyright objects have become available to the general 
public, it is the digital form of works that gives the author greater control over his 
work in terms of the use of technical means. The use of blockchain technologies 
and non-fungible NFT tokens allows decentralized, that is, without the participation 
of the state, to fix, implement, protect copyrights and commercialize intellectual 
property. This contributes to the strengthening of the trend towards a sharp change 
in the balance of interests of society and right holders in favor of the latter. And the 
legislator, keeping up with the times, secures the exclusive right of the author to 
new ways of using new forms and types of the work. The interests of the public are 
already represented in most legal orders by clearly defined limitations and 
exceptions to the exclusive right of the author, and not simply by the system of open 
fair use, subject to the “passing” of the three-step test. This, on the one hand, still 
ensures the realization of the right of citizens to free access to information, and, on 
the other hand, allows to protect the rights of authors to a greater extent, preventing 
discrepancies in interpretation and disputes of participants in civil circulation. 
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Abstract 


The Sauras are one of the most primitive known tribes of Odisha. As this is one of the prominent 
ancient communities, one can often find mention or proof of their existence in Sanskrit literature, 
the epics, the Puranas and other religious texts as well. The community had an uncultivated 
language, one with almost negligible recognized standards. Yet, they were “surprisingly 
picturesque and metaphorical in their speech” (Mohanty, 1990). In absence of a standard language, 
a civilisation risks losing its traditions, practices, ideas and beliefs, and thus it cannot thrive against 
the tide of time. 


The Lanjia Sauras however managed to preserve their way of life by passing on their beliefs 
through their modest yet detailed wall art form and also by incorporating them as almost a ritual 
for important events. By defying the simple forms and incorporating several natural elements in 
their art they have been capable of conveying significant ideologies prevalent in their community. 
Most of the Saura tribes have a natural flair for the arts, be it in performance or the creative arts. 
And the Lanjia Sauras, in particular, flaunt a rich tradition of exquisite monochromatic mural 
paintings. Murals, that the tribe itself deems as a tribute fit for the Gods. An art that finds a special 
place in their humble homes and is displayed with pride. 


This paper is dedicated towards marking the creative practice of documenting the rich culture of 
the Lanjia Saura community through the minimalist wall art of Saura painting. 


Keywords: Lanjia Saura, tribal legacy, narrative art, minimalism, symbolism, storytelling 


1.1 Introduction 


The eastern coastal Indian state of Odisha is known for a lot of things. Distinct cuisine, 
pristine beaches, a bustling sports scene, and perhaps the most famous of all, the Lord 
Jagannath Temple and the associated chariot festival in the old holy town of Puri. Odisha 
is also a hub of rich cultural heritage and legacy of Art, some of which stem from another 
jewel in the treasure trove of the state. That specific wealth of the state is the diverse 
confluence of its tribal populace. 


Over 60 different tribal communities identify Odisha as their home, and of these, the Saura 
is one of the oldest. Even within the Saura tribe, there is enough distinction that in fact, 
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there are several unique tribes that form the amalgamation which is identified under the 
umbrella term Saura. Most of the Saura tribes have a natural flair for the arts, be it in 
performance or the creative arts. And one of these Saura tribes, in particular, flaunts a rich 
tradition of exquisite monochromatic mural paintings. Murals, that the tribe itself deems 
as a tribute fit for the Gods. An art that finds a special place in their humble homes and is 
displayed with pride. 


1.2 Objective 


e To study the Saura Tribe to be an expressive community that communicates 
through their distinctive Art. 

e To study how the values and faiths in the community are often celebrated with or 
around some form of art, Saura paintings being the area of focus. 

e To note how the tribe successfully retained their cultural legacy through the ages 
despite being bereft of the gift of a written script. 

e To mark the creative practice of the tribe in documenting the rich culture of the 
Lanjia Saura community through the minimalist art of Saura painting. 


1.3 Methodology 


A qualitative in-depth research was done on published articles on documenting culture and 
tradition through narrative art forms. With the aid of purposive and expert sampling, a 
semi-structured interview schedule with open-ended questions was administered to a 
sample of 15 Saura painters, as well as 2 resource persons who have been associated with 
the Saura community and their art. 


2.1 Sauras — The Tribe and Way of Life 


The Saura mural art or, as it is colloquially known, just Saura art, is a traditional mural 
painting having high cultural and religious values for the tribe better identified as Lanjia 
Saura or the ‘long tailed’ Saura. The name of the tribe comes from their traditional attire 
wherein the lower half of the body is covered with a wrap whose end is tucked out such 
that it resembles a tail for the uninitiated. To understand the people better, a glimpse is 
needed into their way of life and culture. 


The people live in conformity with and within their natural habitat and they cannot be 
considered nomadic. They rather settle in the inhospitable hilly terrain and devise their 
lifestyle around it with a unique balance of sustainable practices that help them harness 
nature in a way that makes it possible to establish as much of an independent ecosystem as 
possible. 


The expressive arts have a lasting influence on their culture and traditions. An example of 
this can be seen in the tradition of another Saura tribe known as Kapua or Sudha Sauras 
who are primarily lowland farmers. A lot of rituals of this tribe are in celebration of 
agriculture or nature. The festivals are celebrated with pomp and grandeur where the 
Kapuas \et themselves loose in the fervour of celebration and express themselves by 
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dancing and singing together. Even upon getting a good crop, the men and women of the 
community are known to lose themselves in dance. They are also considered to be highly 
influenced by music and their legend has it such that everyone and anyone can 
spontaneously break into a rhythm and song anytime. 


The tribe in the focus of this paper that is the Lanjia (long-tailed) Sauras, are a tribe for 
whom ethnicity and culture are deeply engrained in the community and due importance 
has been given to passing down wisdom from ancestors or elders of the family. An example 
of this can be seen in the way the Sauras name their newborns. Sauras believe that there is 
no rebirth but rather permanency in one’s name that needs to be recorded or etched through 
the times. A priestess visits the house of the newborn and the naming of the newborn is 
entrusted to her. She chooses a name after an ancestor with a belief that the newborn will 
imbibe the ancestor’s personality and qualities. The ceremony is also a huge community 
affair with chanting and music. 


They are also quite expressive through their distinctive clothing, tattoos, and 
ornamentation of ear lobes. Almost every aspect of the tribes’ day-to-day life that holds 
significant social value in the community is often celebrated with or around some form of 
art. Even daily chores of Lanjia Saura women like the beating of rice, cleaning, and 
cooking have also been celebrated and acknowledged in their mural artworks. Depiction 
of forms and their inclusion in ritualistic practices constitute an important part of the Lanjia 
Saura culture. An example of this is a childlike doll called ‘Nimanni' which is considered 
a mandatory part of some celebrations and events. The form of the doll is that of a cradled 
child, often seen as part of a skit. Such skits are enjoyed wholly by the community and use 
‘Nimanni’ as the central or an integral part of the skit. (Patel, 2022) 


Knowing the above facts about the Lanjia Saura, one can then almost immediately see that 
the Lanjia Saura’s mural art can be described as a bubbling cauldron of art that simmers 
and combines the aforementioned aspects of the Lanjia Saura community. 


2.2 Saura — The Mural Art 


The rich variety of their paintings based on religious and ceremonial themes commands 
great devotion from the people of the tribe. The mural is often regarded as the place of 
worship in the Lanjia Sauras household and the Lanjia people call it ‘Idital’. The prime 
deity is mostly E/ora who is depicted atop with an umbrella. Other deities are depicted 
lower down in the Mural and they are often a simple human form based representation of 
a profession in the community or an artistic trait or it is a reimagined form for the natural 
elements like the Sun or the Moon. The forms on the ‘/dital’ are sometimes referred to as 
‘ikons’ or ‘italons’. (Ota & Mohanty, 2022). These are simplified forms of humans, animals, 
birds, celestial bodies, etc. The depiction and use of these ikons are not set in rules but are 
rather substituted as per the occasion and ritual. 


The reason the Murals rank high in the tribal society is perhaps because of the importance 
attached to these murals beyond what the eye can see. Such murals are more often than not 
drawn to mark occasions of auspice or community celebration like the birth of a child, a 
matrimonial union within the community, etc. Due to the modest nature of their abode, the 
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space for such murals is often limited and hence new murals are sometimes redrawn over 
old murals. 


Given such information, one cannot be blamed for thinking of the Murals as nothing more 
than any other type of contemporary decoration or art installations that are put in place to 
commemorate any occasion or event. However, the Saura art is much more than a 
commemorative art piece. It is more akin to ancestral learning, mythological lore or to put 
it informally, the stuff of legends. The reason for such an assertion can be found, not in 
mere words, but in the lively murals themselves. 


Shri Subimal Panigrahy has been closely associated with the community and has also been 
training new-age artists to appreciate, decode and learn the art of the Sauras. He shares that 
these Murals are painted using a starchy white coloured paste made by mixing powdered 
rice and water which is then applied over a base of terracotta on the mud walls of their 
houses, and this combination gives it a minimalistic but at the same time ethereal 
characteristic. The neat white lines with a few strategic dabs, which are used to depict the 
scene in such Murals, along with its constituent deities and men, almost appear self- 
illuminated over the rust terracotta walls. These murals contain abstract and stylised 
representations of their deities, their lifestyle, and the traditions of the Lanjia Sauras. They 
are drawn at momentous occasions as a remembrance and also to convey the importance 
of nature in the life of the community. The Saura art doesn’t speak through a myriad of 
colour combinations, but rather they are simply drawn in contrast with the base for a sharp 
depiction of forms as the Lanjia Sauras pay utmost importance to the form itself. The 
simplicity with which the shapes that make up the different forms in the artwork are drawn 
almost belies the deep-rooted meaning that they carry with them. 


It would not do complete justice to Saura's “Art” if it is not also seen as the literature of 
the community, one which is devoid of words. But the community has found a way to 
depict these pictograms in a manner that is even more captivating despite being devoid of 
words. The Sauras took to these painted artworks to document their culture, faith, beliefs, 
and their philosophy. The sheer expertise of the tribe in translating a collection of simple 
symbols, shapes, signs, and forms, arranged meticulously to form a pattern, into narrative 
story art cannot be ignored. Even though Saura paintings are often viewed as merely a 
decorative art form, at its core it is the tribe’s unique way of preserving their slice of history 
and myth. While it would appear as simple stylised art to someone who is not conversant 
with the ways of the Lanjia Sauras, to people themselves it is laden with significance only 
waiting to be interpreted. The minute details of the murals are meticulously placed not just 
for aesthetic reasons but also because of their significance of being a creative 
representation of the theological belief system of the tribe. 


2.3 Art as a mode of communication 


Regarding the mural art as being the tribe’s equivalent for philosophical or theological 
literature is more than just a conjecture. The Lanjia Sauras are perhaps one of the 
communities for whom this was the only way to preserve and carry on their traditional 
beliefs and knowledge since the tribe did not have a written script to call its own till as late 
as the late 1930s. The Saura script was realised as late as 1936 by Mungei Gomanga who 
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was bequeathed upon with the prestigious ‘Gomanga’ title which is reserved for people of 
knowledge in the community who are often also the Chief of the village council. In the 
days before the advent of their script, the Saura chose to tell their stories and culture in 
their own unique painted mode of communication. Therefore, the Saura art has been 
considered as an art idiom or an unspoken and unwritten language. 


The importance then, that the communicative art form holds in the lives of the Lanjia 
Saura, can be understood better when considering the fact that even the newly adopted 
script, as invented by Mungei Gomanga, is considered a divine intervention and has also 
led to setting up of a new religious order within the community designed as ‘Matr-Banam- 
Dimri’. The script is said to be derived from Om and is constituted of 24 characters with 
10 numbers which symbolize IWNQGY (Akhsyara Bramha) or the ‘Letters of Origin’ and 
are hence worshipped. The inherent thought for reverence of symbols, characters, or forms 
that are used for communication can be considered intrinsic to the tribe. 


In the paper titled ‘The Evolution of Writing’ (Published in James Wright, ed., 
International Encyclopaedia of Social and Behavioural, Elsevier, 2014) it has been said 
that writing is humankind’s principal technology for collecting, manipulating, storing, 
retrieving, communicating and disseminating information. In absence of such a 
technology, a civilisation risks losing its traditions, practices, ideas and beliefs, and thus it 
cannot thrive against the tides of time. The Lanjia Sauras however managed to preserve 
their way of life by passing on their beliefs through their modest yet detailed art form and 
also by incorporating them as almost a ritual for important events. By deifying the simple 
forms and incorporating several natural elements in their art they have been capable of 
conveying significant ideologies prevalent in the community, such as the depiction of 
natural occurrences like rain in a stylised humanoid form either as an aggressor or 
benevolent deity. 


The affinity of the Saura people for cultural arts is also believed to have been represented 
in their artworks. The murals consist of repetitive motifs and borders which form a 
rhythmic pattern. The contrasting white paint on a deep red base provides for high contrast 
which makes the forms appear as if they are glowing and makes it easy to notice the 
intricate basic forms. The murals usually depict elaborate scenes using basic forms and the 
technique of the art helps in giving it a virtual frame and imbibes an abstract style in the 
art. 


The Sauras believe in harmony between nature and humans, in fact, they see themselves 
as a part of the nature itself. Carrying forward this school of thought, a standard Saura 
artwork will have a central theme of a God or a Goddess while depicting the ceremonial 
rituals or common scenes of celebration which are depicted with natural elements like 
trees, shrubs, animals, and birds make their appearances. It could be argued that it almost 
seems like nature as a whole entity is coming together in celebration. 
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2.4 Understanding the form and constitution of the Art 


Saura paintings are minimalistic line drawings within a rectangular 
frame that is mostly adorned with a triangular or semi-circular top 
(Fig.1). Shri Dambarudhar Behera of Anwesha Art & Craft has been 
working and training others to work in the field of authentic painted art 
forms of the Sauras. He shares that the human figures in this art are 
commonly drawn by putting a circle on top for a head, and of a set of 
inverted triangles with lines indicating the body and limbs. The drawings 
usually narrate dances by the tribal women holding each other’s hands 
in a row, representing the harmony indicative of celebration (Fig.2). 
Among animals, the horse and the elephant are drawn by a basic 
silhouette of the body with minimal lines or shapes used for drawing the 
head, leg, or tail (Fig.3,4). Besides these, the line drawing of monkeys 
with their hunched stance and curvilinear tails are used on the top of the 
frame at times to give a dynamic character to the mural. 


Fig. 2 Fig. 3 Fig. 4 
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the forms in themselves carry forward the ideology of representation through basic shapes. 
The Sauras do not elaborate on the muscular detailing or bother with anatomically correct 
rendering. Rather, they almost lead one to believe that they have the basics of human 
skeletal form and its movement down to the “t”. They always make sure to depict the joints 
like elbows and knees by drawing an angular deviation in the lines representing the human 
limbs. This is also visible in their drawing of animals like horses and cows. Another detail 
in their art that solidifies this notion is the way they draw a monkey with straight lines for 
the legs while the tail is curvilinear (Fig.5). 


Coming back to human forms, the women are shown carrying pots on their heads while 

the men are sometimes depicted carrying on their shoulders the spoils of a hunt tied to a 

bamboo (Fig.6,7,8). These representations are in accordance with the tribe’s worldview. 
@ee2e®@ 


+ 
+ + 


Fig. 6 Fig. 7 Fig. 8 


A crucial element of a Saura painting is the Sun. This natural element has been a symbol 
of energy and life in various other cultures. Sauras surrender similarly and it is evident as 
the Sun appears in most of their murals. Translated through a basic spiral, the rays are 
represented through outward moving straight or curved lines, or simply an elongated 
triangle (Fig.9,10). 
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Fig. 9 Fig. 10 


Circling back to the layout of Saura paintings, we notice that it is mostly rectangular or 
simply a square, with distinct borders at the edges. Saura art does not subscribe to the 
school of thought that art needs to have perspective or depth for effective communication 
of a scene. Rather these paintings are flat and further segmented into various smaller frames 
to put a story in sequence. These segments would again be framed into basic shapes like a 
triangle, a rectangle, or a circle. These segments are placed around a centre medallion form 
of the protagonist, or the main idol of the painting. (Ota & Mohanty, 2022) 


3.1 Unique art in its own right 


Saura paintings are often confused with another tribal art from Maharashtra, the Warli 
Painting, as it resembles the minimalistic pictogram mode of storytelling. Although upon 
taking a closer look, one can easily differentiate between the two. While most usual 
paintings start with the central motif, then fill in the supporting forms and finalise the frame 
or borders, Saura painting is framed in a way wherein the artist begins the painting by 
defining the decorative borders. Next, he paints the supporting forms like flora, fauna, and 
humans in celebration. 


Lastly, the central theme or the medallion is painted with the main character which is 
mostly the deity E/ora. On the contrary, a Warli painting begins right at the centre of the 
layout and spirals outwards. Another distinctive yet common element that appears in 
Saura's painting is the depiction of men and women of the tribe dancing together in 
celebration while holding each other’s hands. While a Warli artist almost always depicts 
their dance formations in an open spiral layout, the Sauras depict them often in parallel 
lines. (Lyngwa, 2022) 


4.1. Conclusion 


The Sauras believe in a supreme power and also acknowledge the piety of natural elements 
that they believe give them the bounties of life. Through their paintings, they idolise, 
worship, celebrate and more importantly carry on the legacy of their Gods. They believe 
that all diseases and pain can be cured if one submits to the Gods. These paintings, Jdital, 
are a medium of celebrating their ancestors and appeasing them and the Gods so that all 
their sorrows and sufferings ebb away. They have been continuing this tradition for perhaps 
as long as they have identified themselves as a tribe. 


However, what is arguably the most understated achievement of this tribe, the Sauras have 
successfully retained their cultural legacy through the ages despite being bereft of the gift 
of a written script. The practice of documenting a culture is common across civilisations. 
The parallels between what the ancient Egyptian civilisation achieved towards recording 
the cultural identity, through the hieroglyphs in their places of worship, tombs, pyramids, 
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etc., and what the Lanjia Sauras continue to do through their murals, are not difficult to 
see. Documenting or simply keeping a record of a community’s heritage is essential to pass 
on the learnings and beliefs. For the ancient Egyptians, such records helped in 
reconstructing their society by archaeologists who walked the Earth, even millennia after 
the civilisation was lost. Similarly, keeping a tradition such as the Saura art alive helps the 
future generations of the tribe in retaining the culture and traditions, and benefit from their 
ancestors’ wisdom. 


The Sauras consider their rituals and submission to their Gods as the most pristine chapter 
of the tribe’s tradition. Hence, as a people, it was important for them to preserve and pass 
on these ideological practices to future generations so that the community’s ethnicity 
retains its identity through the ages. It is difficult to imagine that even the ideologues of 
any tribe, religion, or community, which has survived to this modern day and age, can 
boast of carrying on an untarnished and intact legacy in the absence of written text. 


However, the Sauras are seemingly an exception since the tribe has been successful in 
doing so entirely with the aid of minimalistic translations of their heritage in the form of 
pictograms. While the Sauras took to translate their ethnicity and livelihood, their beliefs 
and faiths; they have also documented their culture beautifully with these murals and 
continue to teach us that while communication of one’s beliefs, ideas, and philosophies, is 
integral to carry on as a unique people, such communication is not reliant on a written 
language. 
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Abstract 


Azerbaijan has been attacked by foreign invaders at all stages of history. After gaining 
independence in the 90s, the country faced a new threat. For 30 years, illegal crimes committed by 
Armenia in the territories of Azerbaijan, destruction of mosques, mining, and dual policy prevented 
the war from ending peacefully. On September 27, 2020, as a result of Armenia's violation of the 
ceasefire again, the Azerbaijani army launched a counterattack. During 44 days, the Azerbaijani 
army stunned the world. They crossed the rocks and high peaks, liberated the villages, towns, and 
cities and raised our glorious flag in Shusha on November 8, 2020. The historical success became 
a holiday for our state and people. People's joy, tears, and excitement are mixed with the reality of 
the long-awaited news. Victory won in Karabakh became a source of inspiration for artists working 
in the field of art. In particular, our artists turned the liberated Karabakh into the image of their 
works in a new color palette. In this article, Aynur Novruzova "Shusha", Elkhan Aliyev "Shusha", 
Adalat Gara "Single mother", Nigar Helmi "Hopelessness", Leyla  Vazehi 
"Azerbaijan.Shusha. 1988", Huseyin Hagverdiyev "Courage" series are analyzed in the context of 


art criticism. 


Keywords: Azerbaijan, Karabakh, Victory, Shusha, fine art 
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Ozet 


Azorbaycan tarixin biitiin morhololorinds yadelli isgalgilarin hticumuna moruz qalmisdir. 90-c1 
illords miistoqilliyini qazandiqdan sonra 6lke yeni bir tohliike ilo tiz-tiza qaldi. 30 il orzinds 
ermonistanin Azorbaycan orazilorinds apardigi qanunsuz cinayotler, mascidlorin dagidilmasi, 
minalanmas1, ikili siyasot mtiharibonin siilhlo bitmasins mane olurdu. 2020-ci ilin 27 sentyabr 
tarixinds ermonistanin névbati dofa ataskasi pozmasi noticasinds Azarbaycan ordusu oks hiicuma 
kegdi. 44 giin orzinda Azorbaycan ordusu diinyani heyroto gotirdi. Qayalan, uca zirvolori kecorak 
kand, qasaba, sahorleri azad edib, 2020-ci il 8 noyabrda Susada sanli bayragimizi ucaldib Zafar 
gazandilar.Tarixi ugur dévlotimiz, xalqimiz ticiin bayrama cevrildi. Insanlarin sevinci, g6z yasi, 
hayacani coxdan gézlonilon xabarin gercakliyina qarigmisdir. Qarabagda qazanilan Zafar incasanot 
sahosinds calisan sonotkarlar tictin ilham monbayi oldu. Xiisusila rassamlarimiz azadliga ¢ixan 
Qarabag1 yeni rang palitrasinda asorlorinin obrazina ¢evirdilor. Bu moqalada Aynur Novruzova 
“Susada”, Elxan Oliyev “Suga”, Odalot Qara “Tok ana”, Nigar Helmi “Umidsizlik”, Leyla Vazehi 
“Azorbaycan.Susa.1988-ci il”, Htiseyn Haqverdiyev “Casarot” silsilasi sonatstinasliq kontekstinda 


tohlil edilmisdir. 
Agar sézler: Azarbaycan, Qarabag, Zafar, Susa, tasviri sonat 


Introduction 

Azerbaijan has been attacked by foreign invaders at all stages of history. After gaining 
independence in the 90s, the country faced a new threat. Karabakh, distinguished by its 
history, was occupied by Armenia. For 30 years, the illegal crimes committed by Armenia 
in the territories of Azerbaijan, the destruction of mosques, mining, and the dual policy 


prevented the war from ending peacefully. 


On September 27, 2020, as a result of Armenia violating the ceasefire once again, the 
Azerbaijani army launched a counterattack. During 44 days, the Azerbaijani army stunned 
the world. They crossed the rocks and high peaks, liberated the villages, towns, and cities 
and raised our glorious flag in Shusha on November 8, 2020. The historical success became 
a holiday for our state and people. People's joy, tears, and excitement are mixed with the 
reality of the long-awaited news. Victory won in Karabakh became a source of inspiration 
for artists working in the field of art. In particular, our artists turned the liberated Karabakh 


into the image of their works in a new color palette. 
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The interpretation of the main material 

Aynur Novruzova draws attention to the beauties of our historical land in the work 
"Shusha" (fig 1) dedicated to the cultural capital of Azerbaijan. The artist who prefers 
decorative-applied art samples preferred clothing, jewelry, coppersmithing, ceramics, 
ornaments. The symbolic image of the work is undoubtedly the kharibulbul. Preparing to 


welcome guests to the capital of culture, .Shushali women stands out for her cheerfulness. 


Fig 1. Aynur Novruzova "Shusha" (canvas, oil paint, 70x90 cm) 
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Elkhan Aliyev stands out for his different approach to the work "Shusha"(fig 2). The 
historical center of the city, Govharaga Mosque and Molla Panah Vagif Tomb, Shusha 
Fortress complete the Victory Road. 


Mother's prayer to God during the Patriotic War gave strength to our brave heroes. Adalat 
Gara preferred the color solution directed to the avant-garde trend in the work "Single 


Mother"(fig 3), which he authored. 


A mother's loneliness and the martyrdom of her child leave a deep mark on her life. A 
woman with mixed feelings of pride and sadness is also the image of the motherland. The 


flags of Turkey and Azerbaijan are a symbol of friendship united by eternal brotherhood. 


Fig 2. Elkhan Aliyev "Shusha" (2021) (canvas, oil paint) 
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In Nigar Helmi's work "Hopelessness" (fig 4), a mother is waiting for news from her child. 
Considering the horrors of the war, the mother does not let the news of her child's loss 
close to her. The cold color gamma makes the monumentality of the image even more 


impressive. 


Fig 3. Adalat Kara "Single mother" (canvas, oil painting, 125x97 cm) 


Weare watching the historical glory of Azerbaijan's cultural capital Shusha in 1988 before 
the occupation in the work of Leyla Vazehi (fig 5). 
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Fig 4. Nigar Helmi "Hopelessness" (canvas, oil paint, 120x110 cm) 


Sculptor Huseyn Hagverdiyev preferred the texture of wood material in the "Courage" 
series (fig 6). The bravery and fearlessness on the hero's face is the artist's successful image 


solution. 


The protrusions on the wood material complete the idea. The sculptor, who made only the 
face more prominent, brought a modern method of depiction to the iconographic portrait 


genre. 
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Fig 5. Leyla Vazehi "Azerbaijan.Shusha.1988" (paper, watercolor) 
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Fig 6. Huseyin Hagverdiyev "Courage" series (2021) (wood, 30x35x35 cm) 
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Conclusion 
The main results of the scientific article "Battle of Victory in the works of Azerbaijani 


artists" are as follows: 


- The works on the theme of Victory in Azerbaijani visual and decorative-applied art were 


analyzed 
-Various image solutions of Zafar have been presented in the work of artists. 


The people of Azerbaijan are reviving Karabakh and introducing it to the countries of the 


world. 
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Improvement in Textile Industry in Nigeria 


Adekoya Anthony TOSIN 
NCE, BA(ED), M.A VISUAL ARTS 
Abstract 


Textile production in Nigeria is developed at the industrial level. Studies by Asaju 
(2004), Oloyede (2014) and Makinde (2015) show that the industry is a major labor 
employer in the manufacturing sector (about 60% of the workforce) and is affecting the 
socioeconomic and cultural development of the country, but the current economic 
downturn in Nigeria has also had an impact on the textile industry. In this study, examples 
of revitalizing Nigeria's textile sector are presented. 


Together with higher cotton production, nanotextile products could turn Nigeria's 
textile industry into victory. This could be one of the unique ways to improve Nigeria's 
economy with nanotechnology. 


In the context of the government's efforts to revive Nigeria's textile sector, 
opportunities in nanotechnology can be explored and smart nanotextiles that can compete 
with foreign textiles can be produced locally. Agriculture can benefit from nanopesticides, 
nanofungicides and nanofertilizers that increase crop yields. 


Government invest more in textile industry, individual should encourage more 
people to undergo the training in order for them to make a living. Groups should train more 
people in that field. 


Keywords: nanotextile, Nigeria's textile, industry, textile design 


Textile Design 


Textile design is the decoration of fabric for domestic use. It is also an aspect of 


applied art or industrial design which is part of visual arts. 


The word “Textile” symbolizes the technology of fabric production of any stuff 
with any suitable technique while Textile design is the artistic impressions made on 


it to enhance its beauty and utilization. 
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Textile design is the aspect of art that involved the designing and production of 


fabric or cloth in generally. 


A textile designer is one who designs pattern to be used on cloth through the 


proper arrangements of elements of design such as colour and motifs. 


The design he produces are used in textile mills to produce cloths like Ankara, 
guinea etc. Lace materials are also produced from using patterns made by textile 


designers. 


Textile produced in the mills of factories are called Textile Prints. Textile has been 
existence for many years in Nigeria and all over the world. Today innovation has 


come into the textile industries and likewise to the designers. 


Textile design can be view from different angle i.e. tie and dye, batik, line Print 
method and screen printing on fabric etc. For this paper I will focus more on screen 


printing on fabric. 
Tie and Dye 


Dyes are organic chemical compounds which impart colours to other materials by 
saturating them in an aqueous solution. Dye stuff is defined by physical scientist as 
those compounds which are able to give colour to the material unto which it is 
anchored. Dyes are coloured chemical substances which could be bound to a fibre 


to colour it or alter the already existing colour. 


Tie and dye is a method of fixing ink dye firmly on fabrics through tying, stitching 
etc in order to prevent the absorption of dye solution. The fabric could be bound or 
tied with raffia threads, twine, industrial thread or any other suitable materials. 
Fabric could also be folded and clamped with stick or iron. Other method includes 


careful and intricate weaving of some parts of the fabric. The fabric itself could 
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even be tied to form knots. All these are done before immersing the fabric in cold 


water to wet it and eventually the dye bath. 


Tie and dye is one of the oldest ways of dying or colouring textile materials. The 
method is a dye resist technique through which some areas of the fabric is protected 


from dye by raffia or thread. 


However tie and dye was first practiced in China. The method eventually spread to 


other places like Abeokuta, Kano, Zaria in Nigeria. 


Tye and die T-shirt 


Due to advance in technology tie and dye has moved from one stages in life to 
another stage for instance some years back if you want to dye a fabric with will take 
like two to three days due to the process the dying will pass through but today 
within 45 minute you can dye the same fabric and with technology now industrial 


tie and dye are now in vogue. 
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Batik 


Batik by definition is a method of hand printing textiles by coating with wax or 
stach the parts not be affected by dye solution. Batik is the name of the cloth 
produced by a process known as batiking. The process consists of cloth decoration 
with wet or dry wax, cassava paste or starch before dyeing. Batik is an Indonesia 
and Java word “‘titik” or “tik” which means a little bit or a drop and “tjap” or 
“tjanting” meaning the use of hot melted wax drops aided by Tjanting in writing or 


designing on fabrics. 


Batik is a process in which melted candle wax is painted on the fabric to resist the 


dye in order to create an intended design. 

Forms of batik includes: drawn batik, paste batik and dye batik. 

Today batik production has tremendously improved upon by Textile designers. 
Screen Printing 


Fabric print techniques or textile prints are methods of effecting designs on fabrics 
through stamping, stenciling and screening using dye, testfast or printing ink. 


Opaque media could equally be used. 
Stamping 


This is a quick and simple method of print making. Stamps could be made from 
rubber, handfoam, freshly part of calabash gourds etc. The design is drawn and cut 
on the surface of the stamp. Wash, iron and spread the fabric over a slightly padded 
surface. Apply ink on the stamp surface with brush or press the stamp on the pad 


bearing thickened dye or test fastink and inturn stamp 1y on the fabric to print. 
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Stenciling 


Another printing method on fabric and other surfaces is stenciling. It is applicable 
to fabric, wood, paper and wall printing. The motifs are drawn and cut into stencils 
with sharp objects thereby creating positive spaces through which ink can pass on 
to the fabric. The surface to be printed should be marked as a sort of guide for 
placing the stencil. Apply ink or dye or paint on the brush or foam and dab through 
the open areas of the stencil on to the fabric. Carefully lift stencil to allow to dry. 
Testfast inks on fabric require ironing to fix the ink firmly. 


Screen Printing 


Screen printing is a technique of reproducing artwork in large quantity with the aid 
of open or fine mesh, ink, squeegee and some other allied chemicals. It is equally a 


form of stereotyped means of production. 
Materials Needed for Screen Printing 
The following are the materials needed for a screen-printing exercise. 


Open or fine mesh (organdy) on well constructed wooden frames. 
Squeegee 

Scissors or blade 

Adjustable lever and ganger 

Transparent glass and foam 

Chemical dichromate and emulsion 

Retarder or thinner 


Bleach and detergent 


2 Oe See nN 


Artwork on plain sheet of paper 


10. Positive or negative film 


254 WA 


July 30-31 2022 


Mugla/TURKIYE 


11. Flaming gas or stove 
12. Masking tape 

13. Paper gum 

14. Samblace 


15. Cotton wool and water 
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Printed Materials 


Research has shown that printing design is now in vogue, people prints on T Shirt, 
they print image of something interested to them like their image or face, images of 
animals that they love or motif they love e.g. traditional motif like calabash, horse 


tail, cowery, crown, beads, flowers etc. 


Printed materials can aslo be used for arm rest, window blind, bedspread, pillow 
case, wall hanger, television or electronic cover, image of people on throwing 


pillow, on gown etc. 
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Suggestion 


Government invest more in textile industry, individual should encourage more 
people to undergo the training in order for them to make a living. Groups should 


train more people in that field. 
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Features of the Innovative Costume in China 
Meng JUN 


A remarkable feature of traditional Chinese clothing encompasses not only an external 
expression of elegance, but also an internal symbolism. Fashion designers today use a mix of 
traditional and modern ideas to produce creative outfits with new fashion outfits. Some examples 
that illustrate the influence of Chinese culture on modern fashion are the modern bridal crown based 
on the designs of the Sung dynasty and the Hunan Province style, made in the traditional colors of 
pure red, blue, and green. 


From these examples, it can be mentioned that traditional Chinese clothes are the basis of 
modern fashion. Again, some of the distinctive designs include dragons, phoenixes, clouds, and 
lightning. In the main garment of China, there is no uniformity. However, the three main types of 
Chinese clothing are Pienfu, Chang-pao and Shen-i. One of the examples of Chinese dresses that 
has attracted the attention of the fashion community is cheongsam. Cheongsam is a women's dress 
with distinctive Chinese features. This research includes examples of innovation in Chinese 
clothing. 


Keywords: Innovative Costume, Chinese clothing, traditional Chinese clothing 


Introduction 


With the popularization of brands among young people in China in recent years, clothes from 
the imperial era have also become fashionable again. With the increase in the number of 
people who show interest in traditional clothing in China with innovative talents, there is a 
tendency to grow rapidly in the relevant market. Wearing Han clothing when traveling has 


become a new fashion among Chinese youth. 


The traditional garments in question are known as Han dress in Chinese history, mainly 
because they were common in the regions inhabited by the Hans. While Han dress was 
previously common among small groups related to China's traditional dress culture, nowadays 
it is being taken care of by more and more people. Han outfit rental services are offered at 


many tourist spots. 
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Fig. 1. Chinese Han Clothes 


Source: https://turkish.cri.cn/20210618/61801c2f-7bcf-9e37-66a6-827e90d41261.html 


Cao county produces the most Han clothing in the country, and with the sudden increase in 
demand for Han clothing, many factories in the county have had to work overtime. The 
consumption of Han clothing suitable for children is also in high demand. These clothes are 
among the most favorite gift choices, especially on Children's Day. 


Chinese Arts & Crafts 


? » Produced by being elegantly decorated with a wide variety of designs 
>and motifs, bronzes are widely used in many areas of life, such as musical 
a _ instruments, ceremonial offerings and weapons of war, which are of great 
fo. jimportance in Chinese history. 
 s wa(Fig.2). 
Chinese Calligraphy — a highly stylized form of writing — was developed 
by outstanding calligraphers of many different dynasties. The so-called 'four treasures of 
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Travel China Guide com 
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work' (writing brush, ink stick, xuan paper and ink sheet) are considered indispensable tools 
when writing. 


» Chinese Cloisonne is an enamel artwork whose main color is blue. It 
is famous for the use of high-quality materials, complex production 
process and the use of bright and vivid color. (Fig.3). 


» Chinese Jade has a history of four thousand years. Jade symbolizes 
erit, grace and dignity and occupies a special position in the 
consciousness of people. It is used both to decorate rooms and as jewelry by benefactors. 


Travel China Guide.com 


» Chinese Embroidery originated in the Shang Dynasty (16th — 11th 
century BC) and now has four main traditional styles: Su, Shu, Xiang, 
and Yue. It is also a successful skill for ethnic minority groups such as 
ai, Bouyei and Miao. (Fig.4). 


3 pe » Carefully made of paper and bamboo, Chinese Kites have countless 

~ shapes such as swallows, centipedes, butterflies. Considered a marvel of 
_art, kite makers are well known for their skills in both painting and 
designing the flexible flight motion of kites. (Fig.5). 


Treawel China Guide.com 


» Chinese Lanterns are, to some extent, a symbol of the country's 
extensive festive culture. With their long history and interesting traditions, lanterns now have 
plenty of variations that adorn many festive events. 


wy 
esl 


f) ee 


Fig.6. 
Paper Cuts are diversified patterns cut to red paper with scissors. Different patterns such as 
monkeys, flowers and figures can be cut vividly and perfectly by some female craftsmen in 
the countryside. People stick pieces of paper on their windows and other places to express 
their hopes and desires. (Fig.6). 
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» Chinese Porcelains are derived from the Shang Dynasty (16th—11th 
centuries BC). It is characterized by subtle texture, bright colors and 
distinctive shapes and styles. 

» Chinese Pottery has a history of over 8000 years and is known as the 
oldest work of art in mankind. Achievements in pottery work can be seen 
"from the Terra Cotta Warriors in Xi'an, Shaanxi Province, and the 
Tricolor Glazed pottery of the Tang Dynasty (618 — 907). (Fig.7). 


» Chinese Seals can be made of metal, jade, animal tooth or horn and 
carved with characters. It is a combination of calligraphy and engraving, 
hich people valued in ancient times and loved today. (Fig.8). 


» China Silk: A silkworm produces 1000 meters (3280 feet) of silk thread in its life span of 
only 28 days and is very valuable. The main local silk products in China are Shu, Yun, Song 
Brocade, and the brocade of ethnic minorities such as the Zhuang and Dong peoples is well 
known. (Fig.9). 


(Fig.9).Silk Chou of the Qing Dynasty (1636 — 1912) With Embroideries — 
Tsinghua University Art Museum (Photo by Dongmaiying) 
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Fig.10. An art archive exhibition of the four main role types portrayed in Peking 
Opera 


From the Neolithic era to the present day, many types of materials such as stone, bronze, jade, 
wood, bamboo, pottery clay, polish and dough have been used in traditional Chinese 
sculptures. 
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Clay Figurine 


Carved Lacquer 


Dough Modeling 


Fig.11. Some examples of Chinese sculptures 


Ceramics 


Ceramics includes historical Pottery (invented around 12,000 years ago) and more exquisite 


Porcelain (which appeared about 2000 years ago). 


Wood Carving 
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Painted Pottery of Yangshao Culture Cyan and White Glaze Bowl of the Song Exquisite Famille-rose Porcelain of the Qing 
(Around 5000 BC — 3000 BC) — Taipei Dynasty (960 — 1279) — Capital Museum Dynasty (1636 — 1912) — Nanjing Museum 
History Museum (Photo by Dongmaiying) (Photo by Dongmaiying) (Photo by Dongmaiying) 


Fig.12. Ceramics 


Fig.13. Bronze Ware Lost Wax Casting Made Bronze Ware (Zun Pan) of Lord Zeng Hou Yi 


Specialized officers were assigned to be in charge of historic documentation, food, sacrifice 
and worship ceremony, military activity, divination, astrology, law and judiciary, horse and 


chariot, tax, etc. 


I“ ART&DESIGN-ICSSIET 2022 


July 30-31 2022, 


Mugla/TURKIYE 


G 


\ 
Oe gO eric ort design congress 


(475 BC — 433 BC) — Hubei Museum 


Fig.14. Shell Currency of the Xia Dynasty 
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Conclusion 


Recently, as more people wear old-style clothes and more reforms and elements are added to 
clothing designs, traditional Chinese clothing has become a new trend. 


Some people prefer to strictly follow all the ancient clothing culture, while others find it 
effective to develop modern-style Chinese costumes with ancient elements. Among the 
patterns believed to bring good luck, which are widely used for the daily clothes of the 
authorities and the clothes of civilians, include flowers, birds, animals, fruits, landscapes, 
myths and legends, historical figures and stories, etc. 


An ancient Chinese proverb says, “The insider knows the ropes, while the outsider just comes 
along for the ride.” Although the designs of Peking Opera costumes do not change with season 
or dynasties, the costumes of specific characters are very exquisite and exemplify the identity 
and status of the characters played, without the slightest thread of variation. “Better it is to 
wear a worn-out costume than the wrong costume” is the basic principle actors and actresses 
strive to master. Wearing worn-out clothes may affect the performance but wearing the 
inappropriate costume can make the actor the laughing stock of the audience. 


Either way, it's all part of Chinese clothing culture because people are culture. 
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Natural and Artistic Beauty 
Siyu & Shao 


Changchun Institute of Technology, China 


Today, whether natural beauty or artistic beauty has better aesthetic value has always been a 
matter of problem. Art is the first way a person expresses his perceptual knowledge. It can 
depict objective or externalize ideas into perceptual images. For this reason, art shows not only 
perceptual elements, but also rational thinking. The greatest value of art lies in its ability to 
show abstract ideas as concrete images. But if art is to emerge objectively, it must be completed 
under the guidance of the idea (Linlin, 2009). The real purpose of painting is to represent objects 
as they are. Beauty in art is the manifestation of the soul or reality through an object, and it can 
only be defined by a deep form called 'ideal' that transcends it into a special form. Beardsley 
notes, "The artistically embodied idea states what Hegel called 'Ideal.' (Beardsley, 1975, s. 
237). Hegel makes his argument about beauty, finding beauty only in fine arts and completely 
excluding the beauty of nature. According to Hegel, the idea is constantly the opposite of 
Nature, and the mind produces the art that provides ideas to nature. In this study, the 
understanding of natural and artistic beauty is discussed in the context of the studies carried 
out. Some photos have been shared that offer a visual feast in China. 


Keywords: natural beauty, artistic beauty, art, painting, China 


Introduction 


When most of us consider travelling to China, the list of must-sees tends to be topped with the 
Great Wall, Terracotta Warriors and Forbidden City. But what of China’s natural beauty? 


If we cannot judge what aesthetic properties paintings and sonatas possess without consulting 
the intentions and societies of the artists who created them, what about the aesthetic properties 
of natural objects? With regard to them, it may seem that there is nothing to consult except for 
their appearance and voice, so an aesthetic formalism about nature must be true. Allen Carlson, 
a central figure in the burgeoning field of nature aesthetics, opposes this view. Carlson observes 
that Walton's psychological thesis easily passes from works of art to natural objects (Carlson 
1981, 19). According to Hume, beauty and ugliness are not features of the world that are open 
to sensory-experience. For Aldrich and Scruton, aesthetic qualities are the expression of 
personal tastes. 
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For naturalists like Dewey and James, aesthetic perception, like any other type of perception, 
assumes interaction. Dewey (1929) argued very effectively that perception is the acceptance 
of unattained potentials for interaction. To perceive is to direct the current situation to the 
results and act accordingly. This means that perceivers are neither followers nor passive 
recipients of information from the environment. 


Giving aesthetic meaning to the experience of others does not lead to beauty or ugliness 
taking place directly in people. 


Longsheng 


a 


Admire the rolling rice terraces in Longsheng 


Though technically man-made, the Longsheng Rice Terraces blend into and enhance the 
landscape such that they can be considered a natural wonder. Built into the mountains 650 years 
ago, their name means ‘Dragon’s Backbone’, representing the curved horizon. Blanketing the 
undulating hills, these terraces are beautiful in every season. 
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Zhangyjiajié, a city that served as inspiration for the film Avatar 


Not far from Zhangjiajié city, lies the Wulingyuan Scenic Area. 
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Jitizhaigou National Park 


1" ARTS&DESIGN-ICSSIET 2022 a, 
July 30-31 2022, eo Peppa | WA 


Mugla/TURKIYE » / 


Oe ee or leerict-art-design-congress 


Huangshan 


Yellow Mountains from Huangshan 
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Conclusion 


Instead of questioning whether photography or film or work is art, we should ask the question 
of how photography and cinema and work transform the concept of art. The concept of art 
needs to develop continuously. It is important to be able to analyze today's understanding of 
art and technology by following it closely. 
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Chinese Arts & Crafts 
Dr. Chengchieh SU 


China is known to have an originated past and a glorious history in both arts and traditional 
handicrafts. In China, most of the master craftsmen transferred their talents to the next era. Historically, 
China's craft references have been indisputable. Silks, ceramics, embroideries, lines and varnishes made 
by artisans for centuries were among the best in the world. The national tradition of craftsmanship has 
nurtured a culture of craftsmanship that has helped shape the industrial age. Among all Chinese arts and 
crafts, the most represented are Bronze Vessels, Folk Toys, Embroidery, Calligraphy, Music, Opera, 
Painting, Enamelwork, Jade, Kite, Polished Goods, Paper Cuts, Porcelain, Pottery, Seals and Silk. They 
are not only a vivid reflection of Chinese culture, but also the embodiment of both the local people and 
the nation. 


The aim of the study is to introduce Chinese Arts and Crafts. In this study, there are some 
researches from past to present based on the fact that China has a history of origin in both art and 
traditional handicrafts. 


Keywords: Chinese Arts and Crafts, traditional handicrafts, traditional handicrafts 


Introduction 


It is embroidery and other handicrafts that promote the essence of Chinese traditional culture 
and art. It is both ancient and modern art that originated in China or by Chinese artists or artists, 
or that was practiced in China. Chinese art in the Republic of China (Taiwan) and overseas 
Chinese art can be considered a part of Chinese art where it is based on or benefits from Chinese 
heritage and Chinese culture. Traditional Chinese art has been influenced by Confucianism, 
Taoism, and Buddhism. 


Jade (nephrite) carvings were used in almost all periods of Chinese history and reflect the 
characteristic style of decorative art of each period. Jade (Yu in Chinese) was considered an 
"imperial jewel", used to create many utilitarian and ceremonial objects, from interior 
decorative elements, carved seals (joinery), snuff boxes and jewelry to jade tomb clothes. 


The oldest jade stones of the Neolithic Period are quite simple and without ornaments; The 
Shang (eighteenth-twelfth centuries BC), Zhou (1111-255 BC), and Han (220 BC—206 AD) 
dynasties are increasingly adorned with animal and other decorative motifs typical of those 
times; In later periods, old jade shapes, shapes obtained from bronze vessels and motifs from 
paintings were used, which shows the extraordinary technical skill of the craftsman. 
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Fig. 1. 


https://en.wikipedia.org/wiki/File:Han jade _dragen.JPG 
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Fig.2. Traditional Concert Performance 


https://www.newworldencyclopedia.org/entry/File:Concert China.j 


There is evidence of a well-developed musical culture in China as early as the Zhou Dynasty 
(1122 BCE — 256 BCE). Early Chinese music was based on percussion instruments, which were 
later given string and reed instruments. One of the five Classics, supposedly edited by 
Confucius, is Shijing (Book of Songs), a collection of poems consisting of folk songs or songs 
sung at banquets or ritual sacrifices. In ancient China, music was considered the center of the 
state for its harmony and longevity. 


2 1 = @L.OBAL 


July 30-31 2022 ACADEMY 


Mugla/TURKIYE 


https://www.iessietcongress.com/icssiet-art-design-congress 


Fig.3. Various Chinese art known in the West as the "Chinese circus" 


Various Chinese art known in the West as the "Chinese circus" Popular performances such as 
acrobatics and variety shows have always been popular in China. Chinese opera appeared in 
the Tang dynasty. Emperor Xuanzong (712-755) founded the "Pear Garden" (3 [i), the first 
known opera company in China, and performed for personal entertainment. Kunqu, the oldest 
surviving form of Chinese opera, was developed during the Song Dynasty in Kunshan, near 
present-day Shanghai. During the Yuan dynasty (1279-1368), dramas were based on rhyming 
schemes and introduced "Dan" (8, female), "Sheng" (4, male), and "Chou" (#, Clown). The 
Yuan Dynastyopera exists today as the Cantonese opera. 
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Fig.4. Chinese dragon statue 


The Chinese dragon (spelled Long, Loong, or Lung in Transliteration) is a Chinese mythical 
creature that also appears in other East Asian cultures, and is therefore sometimes referred to 
as the Eastern (or Eastern) dragon. Unlike the Western European dragon, which is the 
representative of evil, many eastern versions of the dragon are powerful spiritual symbols that 
represent seasonal cycles and supernatural forces. 
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Fig.5. Crystal ornaments - live and work in peace and satisfaction 


The above artifacts are made of high-quality natural jadeite. In particular, with its artistic 
wisdom, its raw materials are used excessively. Raw materials are connected to the main and 
auxiliary parts by live chains. The two parts echo and collaborate, so the overall shape can be 
expanded. The large not only shows the delicacy of the workmanship, but also offers a sense of 
dexterity and dynamism. It is a work of excellent craftsmanship. 
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With the rapid development of the Chinese Economy, the fashion arts industry has taken its 
place in the world. 
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Fig.6. The fashion arts industry 
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Fig. 7. Neon City Collection 
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Inspired by Hong Kong's legendary neon signs and iconic everyday items such as street signs, 
antique mailboxes, Cantopop tape tapes and mosaic stonework, Neon City Collection is a 
collection of retro, bold, funny, cheeky, funny, cheeky, funny, but also Hong Kong culture 


and Street art. 


Fig. 8. Modern jackets for the modern gentleman 


Modern jackets for the modern gentleman. Jackets in patented patterned silk, dimple gauze and 
denim with contrasting silk cuffs and Mandarin collars are a symbol of style and refinement. 


China's traditional arts and crafts have a deep history. But brand awareness in China for a long 
time known as traditional arts and crafts. But if brand awareness when the fashion industry can 
be integrated into the traditional arts, traditional arts and crafts and fashionable clothes were 


made. 
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The All-Seeing Eye 


Dr. Ze GAO 


Interdisciplinary Artist, Curator & Media Art Researcher, New York and Hong Kong. 
Computational Media and Arts (CMA) & Lab of Extended Reality and Immersive Media 
(XRIM), HKUST 


Angi WANG 


Interdisciplinary Artist, Architect & Researcher. Ph.D., Direction of the 
Metaverse, 
Hong Kong University of Science and Technology 


Yue HUA 


Digital Content Creator & Urban Designer. Media Ecology, University 
College London & Master’s Degree, Bartlett College 


Abstract 


A remarkable feature of traditional Chinese clothing encompasses not only an external 
expression of elegance, but also an internal symbolism. Fashion designers today use a mix of 
traditional and modern ideas to produce creative outfits with new fashion outfits. Some 
examples that illustrate the influence of Chinese culture on modern fashion are the modern 
bridal crown based on the designs of the Sung dynasty and the Hunan Province style, made in 
the traditional colors of pure red, blue, and green. 


From these examples, it can be mentioned that traditional Chinese clothes are the basis 
of modern fashion. Again, some of the distinctive designs include dragons, phoenixes, clouds, 
and lightning. In the main garment of China, there is no uniformity. However, the three main 
types of Chinese clothing are Pienfu, Chang-pao and Shen-i. One of the examples of Chinese 
dresses that has attracted the attention of the fashion community is cheongsam. Cheongsam is 
a women's dress with distinctive Chinese features. This research includes examples of 
innovation in Chinese clothing. 


Keywords: point cloud, speculation, innovative design, archive visualization, distributed 
cities 
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Introduction 


"How do media, technology, and communication affect environments?" This 
question was initially devised by Marshall McLuhan in the sixties, who 
understood media as extensions of human capacities and argued that media, more 
than their content, impact how societies and cultures develop [McLuhan, H. 
M.1966]. After sixty years and several digital revolutions, our surroundings have 
become saturated with digital technologies. The discourse on media ecology has 
emancipated from its human-centered origins, including more than-human 
agencies. Through recent developments in media theory, media archaeology, and 
geology, media technologies can be described as material formations and 
technological and cultural constructions. In "Design Space for Media 
Architectural Interfaces," Moritz mentioned that the media interface could 
radically affect the social space; much research in this field was initially carried 
out through experimental installations in public spaces [Behrens, M. 2016]. 


But it was often emphasized to examine the properties of this novel interface type 
rather than its impact on the social context. The use of media technologies in 
architecture has a long history, for instance, the neon signs at Times Square in 
New York in the 1920s. The field we know as media architecture emerged when 
designers began to embed digital technologies, particularly displays, into the built 
environment [Hespanhol, L., & Dalsgaard, P. 2015]. 


As we live increasingly mediated through digital interfaces, digital media 
becomes a ubiquitous part of our technology-saturated environments. Among 
them, the selection and compression of information are also a significant part. 
When we search for the information and data to be learned in the search engine, 
we can find suitable learning materials through natural language understanding. 
Compression is defined in data science as the reduction of file size or bandwidth 
needed to store or transfer information. This reduction allows data, images, video, 
and social media to be densified. Information is spilling from the mediated spaces 
of digital technology into lived spaces, rewiring the territories we inhabit. Henri 
Focillon said, "Now the artist develops, under our eyes, the very technique of the 
mind; he gives us a kind of mold or cast which we can both see and touch 
[Focillon, H. 1934]." The transition from material to interface points to 
reorganizing the relationship between artist and audience. Therefore, from the 
interface to the audience, the audience also seeks a more efficient interface to 
obtain information. 
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(a) Conceptual design: transition from traditional learning to machine learning 


(b) Featured application scenarios and digital twins. 
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Figurel. The proposed design system is a prototype in 3D software Blender 
which contains a mock-up avatar model that displays information about the 
searched keyword and helps the audience target useful content throughout the 
multiple pops up web-windows. 


Description 


During the lockdown, humanity experienced a pang of hunger for culture more than 
ever before, and sales of books and movies increased significantly. Online learning 
platforms and educational Apps appear on the application and website. However, none 
of these formats offered an immersio experience than the Metaverse. The relationship 
between the user and online educational material in the context of the Metaverse's 
ongoing socio-economic situation and technological changes. The current pandemic 
forced a shift to online teaching. 


However, there is a lack of interactive responses and multi-channel speaking 
opportunities on these platforms. As Kevin Kelly mentions in the book "The 
Inevitable," we will become a people of screens as electronic screens take over our 
lives in large numbers. The media in the city is also completely saturated. The virtual 
images and digital twins of humans in virtual reality will complement the urban space 
in the context of Web 3.0 as the new normal of the future [Bratton, B. H. 2020]. 


Inspiration and Concept 


The learning process through Claude-Nicolas Ledoux’s eyes [Ledoux, C. N. 1983] 
suggests the transition of our learning process from traditional to machine learning 
(see figure 1a). How knowledge is disseminated awaits new thinking in a world where 
media intervenes in our lives on a large scale. From the Athenian Academy of the 
Renaissance [Andrews, E. B.1915] to the age of digital media, the way knowledge is 
disseminated in this era faces new scrutiny of vision. We do this by penetrating reality 
and imagination. Knowledge is breaking the way we view the world, and all-seeing, 
in turn, helps us to see it anew. 


Media, technology, and communication were initially proposed in the 1960s by 
Marshal Mc Luhan, who understood media as an extension of human capabilities and 
argued that media had more power to influence society and culture than its content. 
Sixty years later, we are surrounded by an environment full of digital technologies, 
and the discourse on ecological media is now being proposed 60 years later. Media 
further enhances the possibility of transcending the human body. Recent developments 
in media theory show that media technologies can be described as material forms in 
media ecologies and as constructions of technology and culture. In this context, the 
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media ecology operates on a framework of time and space, spanning a new horizon 
from macro to micro is a new way of understanding the world. Technology helps us 
explore and observe, map, and visualize our world. And the media culture and visual 
symbols that emerge from these technologies are, in fact reshaping the environment 
we live in. The work actively engages and questions the complexity of the environment 
we currently live in through narrative, temporal and computational media. This way 
of probing the world is what we call the all-seeing eye [Felin et al., 2017]. 


Technical Realization 


The ultimate expression of computer vision is 3D vision, and the presentation of 3D 
vision is a point cloud. This prototype's first and foremost step is reproducing the 
physical environment and elements in a virtual space through the point cloud. We used 
multiple workflows to generate the digital domain from the material through various 
hardware or software, such as 3D scanning, scraping 3D city in Google Map by 
RenderDoc 1.9, and Photogrammetry by CaptureReality 1.1. Secondly, we specify a 
series of search keywords of infrastructure related to media information in the city 
space. Utilize those keywords using QGIS to scrape geographic information in the 
natural environment, and paralleled using an open-source code called "Instagram- 
scraper" for media information acquired in Instagram. 


Finally, we transformed the traditional 2D image into 3D virtual objects using an open- 
source deep learning framework. 


Conclusion and Further Works 


We propose a novel way of acquiring information by simulating a virtual avatar in a 
mixed learning scenario in the Metaverse context through the technique of point 
clouds. This interface allows the display and input of 2D information in 3D space based 
on the Metaverse context to be well integrated, as shown in Figure 1(b). Users can see 
a compelling collection of various relevant information in the virtual scene, which adds 
a new variable immersive experience for users. We plan further to investigate the 
integrated design space of the hybrid interface, considering the recommender system, 
human-computer interaction, and multimedia system. We will also conduct a user 
study to evaluate the effectiveness and practicality of using this hybrid VR interface. 


Our future research will focus on creating a meta-spatial classroom by fusion of virtual 
and real across space and time. We hope that our prototype of a hyper-learning system 
will encourage more artists and researchers who wish to link virtual learning content 
with physical space content to explore the use of metaverse as a tool for connecting 
the accumulation and acquisition of information in virtual and real space. 
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Intelligent Expansion of Invisible Art 


LiQin Tan Professor of Art, Rutgers University 


With the expansion of A.I., it is the mission of contemporary artists to comprehend and 
deliberate innovative art tendencies by their technological impact. The author boldly proposes 
a new art form of "invisible art", and analyzes it through the concepts initiation, constructive 
excavation, aesthetics perception, and cognitive uncertainty. Numerous art cases are adopted to 
reveal invisible art’s key features. The author believes that invisible art is demonstrative in form 
and a creative practice that is invisible to naked human sensory. As a new type of technological 
art, it still belongs within the broader category of visual art. The author also explores its two 
major exercises: the conception invisible and the technological invisible; they include NanoArt 
and Invisible Art in the reality chapter, and Quantum Teleportation Art, Dark Matter Art, 
Antimatter Art, etc. in the future chapter. In addition, the author explores the aesthetic 
components of invisible art, along with the invisible beauty of it under microcosmic 
configuration, nano structure and particle uncertainty, etc. As a pioneer explorer of "invisible 
art", there is no conclusion here, only cognitive uncertainty: for instance, can the aesthetic 
structure of visible art be applied to invisible art? What is the media form within invisible art? 
and many more. 
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Professor Dr. Roma Madan Soni 
Professor and Director Designate, ScoPE Anant Center for Visual Arts, 


Anant National University 


Our Identity Remains Marked! (2020) is my probing visual description of how Our Identity 
Remains Marked, layered and stratified in stone under authoritarian structures of patriarchy, 
even during the COVID-19 pandemic. I read, watched, and researched how Our Identity 
Remains Marked when humans are othered through the colours of race, gender, national and 
immigrant status. Crafting and creating something engage with a developing field of 
ecofeminist research on visual and embodied approaches and creativity (VEM Network, 
2019). Painting offers me a therapeutic way of thinking and of using my senses. In my 
artwork, by defining yet merging an array of marks that both narrate yet sham reality, the 
pigments percolate into and shield the canvas to applaud, commemorate, and venerate our 
identities as colours that diffuse amongst us and as us. They emanate the realities of sunshine 


to sunshade and twilight to dusk. 


The life-threatening issue of the pandemic facing humankind remains unsolved. Humans are 
battling the virus either in public/medical spaces or within the privacy of their homes as they 
straddle between life and death. Many are struggling to breathe and very often to survive. 
Such a situation has made the virus the most significant earth other, a subject of enquiry 
inviting much attention. We now relate this situation and the virus better to our planetary 
changes, our trans-species relationships, and our control and influence — over all earth others. 
As ecofeminists, we seek a balance between the existence of all ecosystem members and 
employ efforts to keep climate change at bay towards the long-term sustenance of our only 


priceless planet. 
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Understanding museum space and trends of museum architecture 
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3. New Trends of Museum Architecture and Planning 


About Museums 


NEW MUSEUMS 

¢ “Golden age for the museum” 

¢ Traveling exhibitions and blockbusters > architecture itself 
¢ Branch (offspring) of well-established museums 


e “Museums are changing from within, redefining themselves and their 


role in society in the process” 
— N. Serota (previous director at Tate) 


e Museum building: the most important collection 


About Museums 


e “I think something else is happening in museums now. In the museums 
we designed we had to provide a great deal of nonmuseum space. 
Today’s museum is part restaurant, part shop, and part education depart- 
ment; it is full of lecture halls, conference rooms, and computer spaces, 
where visitors can find information away from paintings. Museums want 


to offer people different ways of knowing art” 


— Denise Scott Brown 


MuseumZoning SRC IN MUSEUM 


Public, Collection Public, Non-collection 


Entrance/Admission 


Gallery Hall 
Education/Auditorium 


Toilets 
Cloak room 
Shop/Cafe 


Non-public, Collection Non-public, Non-collection 


Storage Staff area 
Conservation 


Manual of Museum Planning: Sustainable Space, Facilities, and Operations (Barry Lord et al, AltaMira Press, 2012) 
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Museum Architecture and Planning NEW TRENDS 


¢ Starchitect 
e Renovation 
e Museum cluster 


e Museum and urban strategy 


Museum Architecture and Planning EXAMPLES 


¢ Smithsonian Institution (Washington DC, USA) 

¢ Saadiyat Island (Abu Dhabi, UAE) 

¢ Tate Modern (London, UK) 

¢ National Museum of Modern and Contemporary Art, Seoul (Seoul, Korea) 
¢ West Kowloon (Hong Kong, China) 


¢ National Museum of Qatar and Islamic Museum of Art (Doha, Qatar) 


Museum Architecture and Planning EXAMPLES 


SMITHSONIAN INSTITUTION (Washington DC, USA) 

¢ Largest museum complex in the world (Washington DC, USA) 
¢ Established by British scientist James Smithson 

¢ 20 museums in total (18 in Washington DC and 2 in New York) 


¢ 9 research institutes 
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Museum Architecture and Planning EXAMPLES 


SAADIYAT ISLAND (Abu Dhabi, UAE) 
¢ Cultural complex being developed in Abu Dhabi, UAE 
¢ Driven by Abu Dhabi Tourism Development and Investment Company 


¢ Zayed National Museum (Norman Foster), Louvre Abu Dhabi (Jean Nouvel, 


opened in November 2017), Guggenheim Abu Dhabi (Frank Gehry), etc. 
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Museum Architecture and Planning EXAMPLES 


TATE MODERN (London, UK) 
¢ One of London’s new millennium projects, opened in 2000 
¢ Renovated from previous power plant (designed by Herzog & de Meuron) 


e Leading example of transforming previous industrial heritage to art and 


cultural facility 
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Museum Architecture and Planning EXAMPLES 


National Museum of Modern and Contemporary Art, Seoul (Seoul, Korea) 
¢ Opened in 2013 

¢ 3" branch after Deoksugung and Gwacheon 

¢ Courtyard and archipelagos 


¢ Renovated from modern industrial heritage building 


Site plan 
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Museum Architecture and Planning EXAMPLES 


WEST KOWLOON CULTURAL DISTRICT (Hong Kong, China) 


¢ “One of the world’s largest cultural quarters, blending art, education and 


public space” 


¢ Xiqu Center (performing center), M+ (museum for visual culture), Art Park 


and Freespace 


¢ Lylic Theatre Complex and Hong Kong Palace Museum 
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Museum Architecture and Planning EXAMPLES 


NATIONAL MUSEUM OF QATAR, MUSEUM OF ISLAMIC ART (Doha, Qatar) 
¢ Contributing to a national agenda to be a knowledge based city 
¢ Big names (Jean Nouvel for NMoQ, I.M. Pei for MIA) 


¢ National branding, collective identity 
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= Non-Interface 

= Invisible 

5 2)8) Se) Print Art 
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= CONSTRUCTIVE EXCAVATION 


-._ AESTHETIC PERCEPTION 


=| COGNITIVE UNCERTAINTY 
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» Black Hole Installation 


“ Descent into Limbo,’ Anish Kapoor, Serralves Museum, 2018 , Documenta IX Kassel, 1992 


NIK TSobi 


Invisible 
Architecture Art 


Cheongna (##) Int‘al City, 


Incheon (<JI|) , South Korea 
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Nano Stop-Anin 


A Boy and His Atom 
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The 
Invisible-Art 
"AMSA" 1 SAY 
DEFINITION 


“+ Art’s physical forms and creative processes are invi 
human senses (Old definition: Art doesn’t really exist in a physi 


“* A new prototype of technological art 


that doesn’t belong 1 
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O) THE 


> Conceptual Invisible-Art 
> Technological Invisible-Art 


THE REALITY CHAPTER THE FUTUR 


= NanoArt, EnergyArt, Sonic Art Quant 
= Hyperstealth Art, Light Art : 
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—  &once Invisible-Art 
WABI AMSAR 


= Guided by the thinking and 
behavior of artists and audiences, 
resulting in conceptual intangible 
artworks 


= Change in the way of art 
appreciation 


The Void, Yves Klein, 1958 


"A Brief History of Invisible Art" 2006 
Curator, Ralph Rugoff 
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# “Invisible Labyrinth oe 
2005 ———-——> 


Jeppe Hein (t+ #8) 
Installation, Hayward Gallery 


Provides visitors with a pair 
vibrate each time v 
enter the invisible ws 


KajZis = Cinvisible Labyrinth) , 2005, AAA: AAR, tor: REAP, (Anders Sune) , 


Void Room, Yves Klein, 1961 
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qantas. 
= | a sAED AA EP Tea Vv 
Eewfechnological | 
ARM AMEA ill 
to expand 


Conceptual Performance 


into 
Technology-Intelligence 
Practice 
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“¢ Nano Art Nanoscale Production = 
Manipulates Nanomaterials & Structures 
Reflects Nanoworld 


THE REALITY CHAPTER 


» Classification of Nanoart 


¢« Nano Imagery 


¢ Nano Relief /Painting 
¢ Nano Sculpture 

¢ Nano Architecture 

¢ Nano Installation 


¢ Nano Animation/ Video 
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" Classification of 
Nanoart Technologies 


¢ Nano-Landscapes Art 


Ordered or Disordered Nature 
Generation 


¢ Nano-Sculptures Art 


Manipulates Nano Units 
to Recombine Practice 
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“* Hyperstealth Art 


Stealth Material 


Reduce light reflections & object shadows; — 
Absorb certain lights; 
Cause objects to reflect only weak lights. 


Eyes cannot perceive weaker lights; 
Make objects appear to be non-existent. 
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¢ Hyperstealth Art 


¢¢ Antimatter Art 


—— 


Antimatter & no 
causing both tc 
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“* Quantum Art 
=" Quantum Superposition 
Schrodinger's (f7E1$) Cat Experiment, 
=" Quantum TeleArt 


Using quantum entanglement to precisely transmit the 
unknown quantum state of matter to a distant art site 
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Receiver 


Transformation 


Entangled photons 
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"= Dark Matter/ Engine Art 


Art creation applies a dark matter or dark energy. 


The Milky Way is an art piece of dark matter and dark energy. 


The of 


Invisible-Art 
ART MSR A BSA 


The Invisible Beauty of It Under 


Micro Perspective 
Nano Structure 
Particle Uncertainty 


More aesthetic potentialities will be discovered 
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Invisible-Art 
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= Can the Aesthetic Principles of Visibl 
Be Applied to Invisible-Art? 


= What Is the Media Form in Ir 


Do Visual art & Invisible art exist ina Lea 
or a Parallel on 
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